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JOYCE'S "O": A DIFFERENT "BRAND" OF HEROISM AND THE
"FULFILLMENT" OF AN ODYSSEY
BY PATRICK J. MURPHY '00
WINNER OF THE 2000 ROBERT T. WILSON AWARD FOR SCHOLARLY WRITING
A pervasive symbol, Joyce's "O" honeycombs and so makes hollow the text of Ulysses.
Acting as a symbol of vacuity and meaninglessness, it represents a range of empty actions
from a sarcastic invocation on the lips of the
mocker Mulligan to the embodiment of
Bloom's comically inflated onanistic act: "and
everyone cried O! O! in raptures..." (366-367).
As such a versatile symbol, the "O" acts much
like an Egyptian hieroglyphic, in that it can be
"read" both phonetically and ideographically.
In its pictorial sense, the "O" suggests both an
empty hollowness and a cyclical journey, a
wandering. In a more phonetic reading, the
"O" can read as a pun on the French word for
water,'''eau." Such a reading suggests both the
pain and guilt of Stephen's relationship with
his mother, who is linked in Stephen's mind
with the ocean, "the grey sweet mother," and
the waters over which Bloom as Ulysses must
make his circular odyssey homeward.
We also find another pun that is perhaps
an answer to that emptiness and an end to that
odyssey: "O" becomes "owe." A sense of obligation, then, becomes the "solution" to the
problem of separation which is embodied in
the exiles of both Stephen and Bloom. Bloom's
journey through Dublin is made heroic by his
never-resting mind, which is as eager to acquire knowledge as it is to empathize with the
sufferings of others. The real distance, however, over which Bloom must travel, is the
space which separates him from Molly, a
"scrotumtightening" gulf of pain which has
caused a larger sense of separation in their relationship, one that isn't merely sexual disjunction. The fulfillment of this journey (strikingly
illustrated by the final "answer" of the Ithaca

section) comes when Bloom returns, not to
reclaim Molly sexually, but to reestablish their
relationship as a whole with an "osculation"
that emphasizes what they "owe" to each other
and to their past. In this movement from separation and emptiness to meaningfulness and
reunion, Joyce's "O" flips its significance many
times. It begins as a symbol of emptiness, of
distance (the "eau" of the Ocean), it becomes
the struggle against that void, and it finally
comes to rest as a solution to the odysseys of
both Bloom and Stephen.
To begin with, then, let's catalogue some
of the ways in which Joyce has used the "O"
in Ulysses. Pictorially, it resembles Bloom's odyssey as a cartographical representation of his
cyclical wandering: one uppercase loop
through Dublin and back. It recalls the single
eye of the Cyclops/citizen, representing the
emptiness of a one-dimensional viewpoint. It
is an empty circle, a zero, a void, a tiny flatulence: "Oo" (291). When second-string Irish
Nationalists get together to sing their songs of
heroism, the "O" is their muse-evoking vocative: "O, O the boys of Kilkenny..." (44). Its use
as a phatic and pointless verbal tick by
Dubliners highlights this aspect of Joyce's "O."
Consider, for example, the case of Father
Conmee encountering a group of boys on his
way to offer succor to Paddy Dignam's orphaned children. He questions them: "Aha.
And were they good boys at school? O." The
reply is as vacuous and empty as the question.
Father Conmee continues to coo: "His name
was Brunny Lynam. O, that was a very nice
name to have." When Father Conmee engages
them in some further uninspired banter, the
boys know how to respond: "O, sir" (220).
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airplanes, hunting ghosts, writing palindromes, and reading George Herriman's classic comic strip' Krazy
Kat."
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The "O" acts in all of these cases much in
the same way as has the mock heroic throughout the bulk of the novel. For example, the O7s
position as a key genealogical indicator in such
surnames as "O'Malley" or "O'Rourke," while
being of course naturally present in any Irish
novel, might nevertheless be said to function
as a subtle undercutting to the emphasis
placed upon heroic lineage by both the ancient
Greeks and modern Dubliners, who are forever hearkening back to a "Grand Old Erin"
which in the idealized form envisioned by the
Citizen/Cyclops never really existed. Joyce, of
course, applies more ostentatious jabs elsewhere, especially in the "Cyclops" chapter
with its over-the-top mock-heroic catalogues
of "Irish Heroes," most of whose appellations
are blatantly fictitious, or, worse yet, the names
of famous Englishmen. Some names are
Frankensteinian constructions, built by
bricolage out of Irish and English names alike,
further exploding the strict dichotomy between the two nations. In response to John
Wyse's asking, "why can't a jew love his country like the next fellow?" JJ. answers, "Why
not?" but adds, "when he's quite sure which
country it is" (337). This uncertainty, of course,
holds for all the Dubliners, not just Bloom.
These catalogues, then, not only point out the
absurdity of ancestor-worship, but also the
blurred lines between nations and even races.
When Bloom states that God's "uncle was a
jew," he is making the point that everyone,
including the citizen, is "half and half," or even
"A pishogue, if you know what that is" (342,
321).
Bloom himself doesn't escape Joyce's
mocking. The "Cyclops" section ends with
Bloom being whisked away from the rage of
the insulted citizen: "And they beheld Him
even Him, ben Bloom Elijah, amid clouds of
angels ascend to the glory of the brightness at
an angle of fortyfive degrees over Donohoe's
in Little Green Street like a shot off a shovel"
(345). The sentence serves to both ridicule and
make heroic Bloom, rendering him at once a
deity and at the same time as insignificant as
a "shot off a shovel." Indeed, Joyce was fond
of a false etymology for Odysseus's name, oc-

casionally making the claim that it came from
a combination of "outis" (Greek for "nobody")
with "Zeus," the Greek conception of the almighty. Deified and yet mocked, it's hard to
know exactly how to take Bloom. Certainly it's
easy to appreciate the comic nature of Bloom's
personality: his social awkwardness, his
scatologically bizarre masochistic urges, his
tireless devotion to pondering the mechanisms
behind "phenomena." With Bloom, however,
these things which make him the most capable
of being mocked are also the traits which paradoxically make him a hero in modern-day
Dublin.
The very atmosphere of Dublin, though,
seems to stack the deck against the occurrence
of a heroic struggle, and it seems to make more
sense that Joyce's allusions to Homeric wanderings and his elevated style should be taken
as an ironic contrast to the banality of Bloom's
day. On one level this is certainly the case with
overblown accounts of Bloom's humdrum
existence sometimes making for highly comic
effect. On another level, however, the text can
be said to be setting up an environment
uniquely suited for a different sort of heroism.
In the "Eumaeus" section of the novel, a sailor
relates the "queer sights" he's seen in his travels to exotic locations: "And I seen maneaters
in Peru that eats corpses and the livers of
horses" (625). "All focused their attention" on
this sailor's account, fascinated by such marvels. Yet one could easily argue that these
maneating oddities aren't exactly far-flung
from the situation at hand. Bloom, we know,
will readily consume the livers of both "beasts
and fowls" and he furthermore doesn't hesitate to use his own wife as a source of premium dairy: "...he said it was sweeter and
thicker than cows then he wanted to milk me
into the tea..." (55, 754). Stephen, too, is a
"maneater" of sorts. Brooding in his guilt over
his mother's death, he becomes a "ghoul" and
a "chewer of corpses" (10). Stephen's psychological cannibalism points us towards the inner battlefields on which glory, or something
more subtle, will be won in Ulysses. When
Bloom loses a button off his trousers, he "heroically made light of the mischance" (614). A
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thousand such acts during the course of one
day might lead up to a brand of heroism not
easily mocked.
Bloom's exceedingly active mind is
never-resting in its speculation on the causes
and meanings of "phenomena." The many
details of daily life are ample fodder for his
inner wheels, which are more likely to spin
off their axels investigating the output of breweries as they are to be moved by an abstract
discussion of morality. He is fascinated by the
spectacle of tiny events around him and is eager to use these subjects as a point of connection between his fellow Dubliners, who, unfortunately for Bloom, are rather inclined to
be put off by his trivial and pseudoscientific
inquiries: "O Rocks" is their frustrated reply
to the trifles which consistently dog Bloom's
consciousness.
Such obsessive fixation on the esoteric
details of Dublin is a fine target for Joyce's
mock-heroic narration. To return to the closing paragraph of the "Cyclops" section, we
recall that Bloom rose "to the glory of the
brightness at an angle of fortyfive degrees.
(345). The angle of ascent is exactly what
Bloom himself would appreciate, and certainly, this detail is humorous in light of
Bloom's penchant for trivial details. But if we
take this detail as merely the mocking deflation of Bloom's status as hero, we miss the significance of Bloom's obsession. Joyce once
wrote that if the entire world was destroyed,
he wanted a reader of Ulysses to be able to
reconstruct Dublin in every minute detail. This
is indeed one of the many goals of classical
epic: To be all-encompassing, to relate the
plenitude of the universe by dint of heroic cataloging and range of coverage. When Bloom
inquires into, say, the phenomenon of the human circulatory system, he is in effect acting
in the role of heroic cataloguer and fulfilling
the epic encyclopedic ideal.
Nevertheless, this trait of Bloom's tends
to add to his status as outsider, to cast him
even further away from social acceptance. The
citizen describes his annoyance with Bloom's
tendency to prattle over inconsequential matters:

Then he starts all confused mucking it
up about the mortgagor under the act
like the lord chancellor giving it out on
the bench and for the benefit of the wife
and that a trust is created but on the
other hand that Dignam owed
Bridgeman the money and if now the
wife or the widow contested the
mortgagee's right till he near had the
head of me addled with his mortgagor
under the act (313).
As a Jew, Bloom cannot expect to be ever fully
accepted in a city where anti-Semitism is as
widespread as the establishment of pubs, and
his annoying habits only serve to further aggravate his position as an outcast. Yet within
the context of the dull and viciously disingenuous atmosphere of Joyce's Dublin, as epitomized by Father Conmee's soft-brained
schmoozing, Bloom's social awkwardness
appears rather heroic. Consider, for example,
the way in which Conmee coos at a church
member's wife: "Father Conmee was wonderfully well indeed. He would go to Buxton
probably for the waters. And her boys, were
they getting on well at Belvedere? Was that
so? Father Conmee was very glad to hear that"
(219). Of course, this goes over "wonderfully
well" in the social atmosphere of Dublin,
though Conmee's speech seems to betray a
deep disinterest in the lives of his congregation, as long as the surface of their existence
appears to remain "a very great success" (219).
Conmee's concern for the whiteness of his
teeth on his way to relieve orphans highlights
this fundamental unconcern as does his reflection on "the millions of black and brown and
yellow souls that had not received the baptism of water when their last hour came like a
thief in the night" (223). We learn that, "It
seemed to Father Conmee a pity that they
should all be lost, a waste, if one might say"
(223). This attitude sets off in opposition the
deeply personal way in which the sufferings
of others affect Bloom, whose very bowels are
"ruthful" (385).
It has often been noted that Bloom's capacity for empathy is supremely illustrated by
his concern for the suffering occasioned by

Articulate - 2000

8

Joyce's "O"

Mrs. Purefoy's complicated delivery: "Stark
ruth of man his errand that him lone led till
that house'' (385). Although he often proves
ineffective, Bloom is nevertheless consistently
willing to help mollify the sufferings of others, even to the point of absurdity. For example, he offers "calming words" to Stephen,
"advertising how it was no other thing but a
hubbub noise that he heard, the discharge of
fluid from the thunderhead, look you, having
taken place, and all of the order of a natural
phenomenon" (395). This is vintage Bloom:
A ridiculous scientific-sounding explanation
offered to soothe the feelings of Stephen, a
young man suffering more from guilt and "a
spike named Bitterness" than a superstitious
fear of lightening. Bloom fails miserably in his
endeavor to help Stephen, just as he always
seems to fail in all of his many "skeesing" misadventures, to "spoil the hash altogether as on
the night he misguidedly brought home a dog
(breed unknown)" whose presence offended
Molly (One can imagine Bloom's vexation at
not being unable to identify the breed!) (657).
His pity, then, like his appetite for knowledge,
is never-resting and almost wholly impractical. It appears, in fact, that the very uselessness of his empathy makes him heroic. Insofar as he never seems to cease in his role as
sympathizer, he functions much like the willing scapegoat, the Christ-figure who "takes
on" the sufferings of others. This concern for
others seems to be his most consistent trait,
and the one least capable of being suppressed.
Perhaps one of Bloom's most "ruthful"
and paradoxically heroic moments comes
when he has most reason to fear for his own
safety. Encountering a "figure of middle
height on the prowl" Bloom unheroically
abandons Stephen to face the stranger alone
"actuated by motives of inherent delicacy"
(616). Bloom feels no little trepidation at this
encounter, reflecting on how common it is to
run across "marauders" who are "ready to
decamp with whatever boodle they could in
one fell swoop at a moment's notice" (616).
Here we have Bloom acting in a very unheroic manner, and yet the situation is more complicated. A look at Bloom's thoughts as he

makes his escape reveals a different kind of
heroism, one centered around his capacity for
sympathy: "Although unusual in the Dublin
area, he knew that it was not by any means
unknown for desperadoes who had next to
nothing to live on to be about waylaying and
generally terrorizing peaceable pedestrians..."
(616). What is so significant about this passage
is Bloom's continuing concern and sympathy
for others, even when feeling most threatened.
He is able to recognize the situation of the
"desperadoes" and to understand the motivations behind their actions. Bloom is afraid, yet
perceives that his attackers "had next to nothing to live on." This is certainly a startling piece
of heroism for a man in Bloom's position.
If Bloom's ability to feel empathy makes
him a kind of modern hero, his epic task can
be seen as the struggle to push that empathy
farther, to somehow find a way to relate to
others, to fulfill a kind of meeting of minds.
This was partly the quest of Odysseus as well,
and indeed Bloom's Homeric double seems to
have been equal to the task "Many cities of
men he saw and learned their minds" (Homer's
Odyssey 77). Yet for Bloom, and for all of
Dublin for that matter, this task proves ultimately unachievable, Bloom's failure inevitably resembling that of the "disappointed
bridge" of Stephen's witticism. Odysseus was
hounded by Poseidon, and the sea here becomes symbolic of the great gulf which lies
between each isolated mind, the impassable
barrier which occludes true interpersonal understanding.
Bloom's inability to overcome this barrier is most evident in his sexual relationships,
in which he tends to avoid closeness by means
of fictionalized, fetishistic desires which focus
on masochistic fantasies rather than any truly
intimate experience between himself and another. As Bloom dreams of having his face sat
upon, he cries "O! O! Monsters! Cruel one!"
and each "O" becomes a bare cheek of Bello's
squatting haunches. His soft-porn pen-pal
relationship with Martha serves as another
good example of this, Bloom writing under the
pseudonym "Henry Flower" and indulging
with his correspondent in Sadomasochistic
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fantasies: "So now you know what I will do to
you, you naughty boy, if you do not write"
(78). The escapism of this fiction is highlighted
by Martha's accidental misspelling of "word":
"I called you naughty boy because I do not
like that other world" (77). That "other world"
is one in which Bloom is not "naughty boy,"
an idealized sexual object, but rather a naughty
boy, an individual who must be dealt with as
a person, not simply as the fictionalized scapegoat of Martha's sexuality. Neither can Bloom
seem to overcome the great ocean of pain, born
out of Rudy's miscarriage, that bars him from
full sexual union.
It's significant, then, that the sexual "climax" of Ulysses occurs on the seashore along
with a rapid volley of exclamatory O's: "And
then a rocket sprang and bang shot blind and
O! then the Roman candle burst and it was like
a sigh of O! and everyone cried O! O! in
raptures...O so lively! O so soft, sweet soft"
(366-367). One can picture the significantly
double-eyed and double-0'd Bloom's arousal
translated directly into his own appellation:
BlOOm. Eyes widen, pupils dilate, Roman
candles explode and then BlOOm is Bloom
again, stretched out dangling on a jagged rock.
But the act of love has been both unreal and
distanced. Bloom's vision fades to reveal the
reality of the object of his voyeurism: A poor
crippled girl, no beauty, no goddess. His orgasm has been a product of an elaborate fantasy. Furthermore, his love-act has been masturbatory, an act of self-love. Coming on the
heels of Bloom's declaration in the Cyclops
chapter that love is "that that is really life,"
this isolated Onanistic act appears dead and
empty.
However, while the "O" conveys a sense
of emptiness, distance, and meaninglessness,
it also seems to point us towards an answer to
this problem of human disconnection. In the
"Scylla and Charybdis" section, Stephen is
thinking to himself about the money he has
borrowed from the poet, "A.E.":
Do you intend to pay it back?
O, yes.
When? Now?
Well...no.

Well, then?
I paid my way. I paid my way (189).
Stephen's "O, yes" can be taken two ways:
Either he intends to pay A.E. back, or he intends to pay him back nothing: the "O" becoming a zero as the modality of Stephen's
mind continues in usual ineluctable fashion.
Stephen attempts to disown this debt with a
forced argument based upon the modality of
his own molecules: "Wait. Five months. Molecules all change. I am other I now. Other I
got pound" (189). Stephen cannot long countenance his own justification, and turns to selfmocking: "Buzz. Buzz" (189). Yet Stephen continues to meditate on this plurality of self:
I that sinned and prayed and fasted.
A child Conmee saved from pandies.
I, I and 1.1.
A.E.I.O.U.
Here, Stephen's reflection on his many past
"I's" leads him to recall the four "I's" of formal logic: A.E.I.O. Stephen adds a "U" and we
suddenly have the plurality and distancing of
obligations re-fused to form the admittance:
A.E., I owe you. The "I" is singular again, and
the obligation undeniable. Furthermore, this
"re-fusion" of self appears actually to multiply the obligations which he is under: He now
owes Conmee for saving him from a bout with
the paddle. Indeed, if we take a look at the
other "I" which Stephen mentions, the one
who "sinned and prayed and fasted," we are
reminded of another highly significant instance where Stephen has attempted to deny
his obligations to the past: His refusal to kneel
down before his mother's deathbed and pray.
With this action, Stephen's denial of his obligation to the church leads him to deny what
he owes his mother, an action which has
haunted him ever since.
These passages also point us back to the
"Nestor" section in which Stephen's "mentor,"
Mr Deasy, relates what he claims to be the
"proudest boast" which "you will ever hear
from an Englishman's mouth": "I paid my way.
I never borrowed a shilling in my life. Can you
feel that? I owe nothing. Can you?" (30).
Stephen of course cannot, and Mr Deasy is
delighted, "putting back his savingsbox" (31).
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The symbol of the coins returns again at the
end of the chapter, immediately following Mr
Deasy's delayed finale, an empty anti-Semitic
joke: "On [Deasy's] wise shoulders through
the checkerwork of leaves the sun flung
spangles, dancing coins" (36). The spangles
and coins here remind us of our empty "O,"
an illusion of wisdom, the play of light through
leaves. Significantly, at the very moment when
he is being told the proudest utterance of an
Englishman, Stephen's thoughts name Mr
Deasy as "The seas' ruler. His seacold eyes
looked on the empty bay" (30). Stephen has
attempted to make this boast himself, but has
come to realize its futility. He does have obligations, he owes many people, and denying
these debts has been entirely futile: His
mother's death haunts him, as does his reputation for being a "fearful Jesuit" (3). He cannot escape these obligations to the past; they
rise up again to haunt him like his vision of
"the empty bay."
Stephen muses in the "Proteus" section
on the link between the generations via each
"Omphalos." The umbilical cords of humanity stretch back over time all the way to Eve:
"The cords of all link back, strandentwining
cable of all flesh...Hello. Kinch here. Put me
on to Edenville. Aleph, alpha: nought, nought,
one" (38). The "nought, nought, one" represents clearly the original act of creation, the
making of meaning out of the void. Similarly,
the "strandentwining" connection between "all
flesh" emphasizes the human need for union
and recalls once again Stephen's unbreakable
tie to his mother. It stands in stark contrast to
Bloom's later distanced and fictionalized
sexual experience with Gerty MacDowell, and
his other distanced sexual experiences. A few
pages later Stephen is longing for sexual communion of a more intimate nature: "O, touch
me soon, now...I am quiet here alone" (49).
Stephen, who claims to be "quiet here
alone," is in fact quite unquiet, boiling over
with thoughts and emotions; this is partly
what makes the section so difficult to read. Nor
has he ever been truly "alone" since he denied
his mother her last wish. His mother haunts
him. Once again, we note Stephen's proxim-

Joyce's "O"
ity to the sea in this section of the novel, and
how it has become symbolic of his mother's
death: ".. .1 could not save her. Waters: bitter
death: lost" (46). The conclusion of the section
has Stephen picking his nose and laying "the
dry snot picked from his nostril on a ledge of
rock, carefully" (51). This mucous episode reminds us of Buck Mulligan's brief monologue
on the sea, which contains his adjective,
"snotgreen":
Isn't the sea what Algy calls it: a grey
sweet mother? The snotgreen sea. The
scrotumtightening sea. Epi oinopa ponton.
Ah, Dedalus, the Greeks. I must teach
you. You must read them in the original. Thalatta! Thalatta! She is our great
sweet mother. (5)
Further on in the same page, we find another linkage between these images of death
and the sea:
Across the threadbare cuffedge he saw
the sea hailed as a great sweet mother
by the wellf ed voice beside him. The ring
of bay and skyline held a dull green mass
of liquid. A bowl of white china had
stood beside her deathbed holding the
green sluggish bile which she had torn
up from her rotting liver by fits of loud
groaning vomiting. (5)
One is tempted to seize on the detail of
the "rotting liver" and relate this to Bloom's
taste for the inner organs of animals and his
characteristic desire to "swallow" the pain of
others. And indeed Bloom does at least try to
alleviate the pain of Stephen, even if he seems
to fail in the attempt. The "Ithaca" section can
be seen as Bloom's triumphal return in other
ways, as well. Bloom's tendency to catalogue
completely overwhelms the format of the
penultimate section of the novel, with the narration assuming the form of a catechism which
endeavors to list all the many answers to such
questions as "Of what did the duumvirate deliberate during their itinerary?" (666). Perhaps
this cataloging odyssey is finally completed
when the answer is given to the question:
"What in water did Bloom, waterlover, drawer
of water, watercarrier returning to the range,
admire?" (671). The response, a gloriously inArticulate • 2000

Patrick Murphy
elusive passage which almost seems to
"plumb" the "profundity" of this topic, takes
up nearly a page and a half. The quest to catalogue is fulfilled. We have "covered" the "distance" of the ocean. But though we can argue
that Bloom's empathy and his pursuit of trivia
make him heroic, there is more, obviously,
which he must accomplish before his return
can be considered complete.
As I have indicated earlier, Bloom's real
journey in the novel is to overcome the distance which has separated him from Molly
ever since the death of Rudy. As this separation is largely a result of Bloom's inability to
become sexually close (he deals with this inability, as we have seen, by making use of distanced sexual experiences: pen pals, fetishes,
and acts of onanism) we expect for Bloom and
Molly to enjoy a sexual reunion at the conclusion of the novel. It makes sense, really.
Bloom's inability to become sexually intimate
has led to a growing division between them
on all other levels of their relationship. Bloom
must therefore reclaim Molly sexually in order to reclaim their larger relationship. And
yet this never happens. Instead, Bloom crawls
into bed and kisses the "melons of her rump"
in an act which only arouses him to the point
of "a proximate erection" (734-735). This is
hardly the sexual reunion we would expect.
But we must remember that sexual dysfunction is not Bloom's real challenge. It may have
been the immediate cause of their estrangement, but the task for Bloom is not to reunite
their sexual ties, but rather to bridge the distances between them which the sexual disjunction has caused. Bloom's kiss, then, is symbolic
of this larger reunion. It is resolution of
Bloom's "antagonistic sentiments" over
Molly's affair with Boy Ian, the fulfillment of
his circular journey, and the "filling up" of the
empty "O."
We are inevitably reminded by Bloom's
kiss of its most famous osculatorial/ posterior
precursor: Absalon's kiss of Alison's arse in
Chaucer's The Miller's Tale. Absalon's response
to this prank, of course, is to apply a hot poker
to the next pair of cheeks that pop out the window. The "branded cattle" in the "Hades" sec-
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tion have significantly "clotted bony croups"
(97). And in the "Penelope" section, Molly is
annoyed with Boylan for slapping her backside, ".. .Im not a horse or an ass am I...," and
sympathizes with "those poor horses" slaughtered at a bull fight she once attended (741,
755). We are also reminded of the common
Homeric epithet for beautiful women: "Oxeyed." All of this should serve as support for
the notion that Bloom's kiss on Molly's rear
end is an act of symbolically branding her, of
reasserting a sense of ownership over her.
However,
Bloom's
soft
"melonsmellonous" kiss is much less harsh
than the heat of a branding iron, and we can
easily imagine the fiery lips of Blazes Boylan
to be much more searing. This seems to indicate that Bloom isn't attempting to establish
some kind of proprietary control over Molly.
In fact, he seems unlikely ever to do anything
about her extramarital affairs (733-734). So
Bloom here isn't seeking to own Molly, it is in
fact some other brand of relationship he is trying to emblazon onto Molly's croup. It might
help here to recall a passage from the "Hades"
section where Bloom is thinking about his
father's suicide note: "No more pain. Wake no
more. Nobody owns" (97). Further down the
same page we get a fragment of a song which
is repeated in the "Eumaeus" section: "He's
as bad as old Antonio. He left me on my
ownio" (97, 632). The words "Nobody owns"
and "ownio" emphasize Bloom's feelings of
abandonment and solitude at his father's suicide, while at the same time directing us towards a possible solution to this sense of isolation: "He left me on my own [and yet,] io": I
owe. What Bloom's kiss seems to assert, then,
are the obligations Molly and Poldy continue
to hold towards each other, no matter who is
sleeping with Blazes Boylan. It is indeed an
"obscure...osculation," but nevertheless it
serves to affirm the importance of their relationship: Bloom owes Molly, and Molly owes
Bloom (735).
If we take a look at the way the "O" metaphor has developed in the course of the novel,
we notice a movement from mockery to meaning. The first use of the "O" in Ulysses occurs
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on the first full page of text, with Malachi
Mulligan making a mockery of the Catholic
mass: "For this, O dearly beloved, is the genuine Christine: body and soul and blood and
ouns. Slow music please. Shut your eyes,
gents. One moment. A little trouble about
those white corpuscles. Silence, all" (3). The
final "O" occurs on the last page of the novel,
with Molly recalling the scene of her betrothal
to Bloom: "and O that awful deepdown torrent O and the sea the sea crimson sometimes
like fire and the glorious sunsets and the
figtrees in the Alameda gardens yes..." (783).
The image of "the sea the sea" reminds us of
Mulligan's speech, which we have already
quoted earlier in this paper: "Ah, Dedalus, the
Greeks. I must teach you. You must read them
in the original. Thalatta! Thalatta!" (5).
Mulligan's pretentiousness is contrasted by
Molly's genuine feeling, the "deepdown torrent" which she felt on the occasion of Bloom's
proposal. Mulligan's mocking "O" addresses
the "dearly beloved," while Molly's "O" affirms the significance of the moment when she
pledged her love to Bloom.
Earlier in the same section, Molly mentions Defoe's Moll Flanders: "I don't like books
with a Molly in them like that one he brought
me about the one from Flanders a whore always shoplifting..." (756). Without investigating the irony of this statement, it might be useful here to quote a passage from another novel
by Daniel Defoe, Robinson Crusoe. Here, Crusoe
learns of Friday's conception of his deity:
He could describe nothing of this great
Person but that he was very old; much
older, he said, than the Sea or the Land,
than the Moon or the Stars. I asked him
then, if this old Person had made all
Things, why did not all Things worship
him. He looked very grave, and with a
perfect Look of Innocence, said, "All
Things do say 'O!' to him (156).
This seems to be the way "O" is being
used by Molly in the final pages of the novel,
As Molly's mind races over the landscape of
her original union with Bloom, the text is punctuated with the word "yes," an affirmation of
the surrounding landscape, the entire world,

Joyce's "O"

not merely Bloom's proposal. Joyce's "O" has
flipped itself, like one of Mr Deasy's coins,
from a symbol of meaninglessness to one of
meaning, from a symbol of separation and distance to one of affirmation and obligation.
The "O" can be seen as symbolic of all
three stages of this progression. It begins as
an empty void, a zero, a flatulence. It then
takes on the sense of the very struggle against
this void: the circular loop of Bloom's journey
through Dublin. Finally, it comes to be taken
as symbolic of the force which ultimately allows Bloom to overcome the great "empty
bay" over which he has made his odyssey.
That is, he has affirmed the significance behind human relationships, the importance of
our obligations, the idea that we "owe" each
other something for our past and that this tie
cannot easily be broken. And therefore it represents Bloom's eventual return (after all, an
O isn't a U!) and the fulfillment of his heroic
task. Consider the final question asked in the
"Ithaca" section. A few lines up we take our
last look at Bloom, as he falls asleep beside
Molly: "He rests. He has travelled" (737). The
final question asks, simply, "where?" And the
answer to this question? Even more simple, a
large black dot: "• " The Odyssey has been
fulfilled, the empty "O" has been made meaningful.
Of course this doesn't explain how
Stephen's Odyssey has been fulfilled within
the pages of Ulysses. His parting from Bloom
indicates he'll continue to wander, haunted by
his mother's ghost and unable to find his way
home. Are we able to decide, then, how or if
he is ever able to overcome his feelings of guilt
and emptiness? I would argue that Stephen's
final return isn't, in fact, contained within
Ulysses. I would argue that it is Ulysses. In the
"Proteus" section, we had Stephen's bitter,
self-mocking remembrance of youthful plans
to write books "with letters for titles. Have you
read his F? O yes, but I prefer Q. Yes, but W is
wonderful. O yes, W. Remember your epiphanies on green oval leaves, deeply deep, copies
to be sent if you died to all the great libraries
of the world, including Alexandria?" (40). It
must be clear by now what I mean to argue
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about this passage. It is this: That Stephen has
indeed written a book with a letter for a title,
and that the title is O. Joyce, having crossed
the sea and lived in exile from Ireland for
roughly ten years, now makes his return to his
fatherland, to exercise the ghost of his mother
and make sense out of his past. He has taken
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his bitterness and his hollow memories, and,
by weaving them all together into a rich tapestry which fills every corner of a sprawling
text, he has fulfilled his own Odyssey and embodied "the eternal affirmation of the spirit of
man" (666).
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THE COST OF PLAYING OUTSIDE: THE UNADVERTISED IMPACTS OF
THE SUV
BY SARAH BAIRD '00
A current advertisement for the 1997
Infiniti QX4 sport utility vehicle (SUV) proclaims: "Careful, you may run out of planet."
The advertisers most likely meant to suggest
that the car is capable of taking the driver anywhere he or she wants to go, though the warning implies that number of locations could be
exhausted. Increasing numbers of drivers have
embraced the idea of owning a vehicle capable
of traversing both city streets and backcountry
roads. The environmental movement aided in
popularizing the outdoors, drawing many
people out of the city and into national parks
and wilderness areas. However, when we begin to examine the actual environmental impacts of driving an SUV, it becomes apparent
that there is more being lost than just driving
terrain. The growing popularity of SUVs has
caused serious environmental impacts ranging from increases in pollution rates to widespread climatic changes. Advertisers must
now respond to the claims of environmentalists who at one time fueled the sales of SUVs,
but now threaten to ruin them. In light of the
growing concern over the negative effects of
SUVs on the planet, advertisers have begun
to appeal to the individual's sense of comfort
and security amidst the unpredictable conditions of the natural world. Three current advertisements demonstrate the ambivalence felt
by SUV manufacturers towards consumers
with environmental concerns.
Though the negative environmental effects of SUVs are known, advertisements continue to portray the vehicles in a natural setting, as though they are somehow part of their
surroundings. An ad for the Toyota 4Runner
featured in Sports Illustrated (January
17,1999:23) shows the car on a rocky surface
with snow capped mountains in the background. The first rays of a rising sun highlight

the vehicle's sleek exterior. Overlaid across the
photographed sky above the mountains is the
phrase, "Air conditioning doesn't grow on
trees." This statement suggests that though the
vehicle can take us to a remote location, we
will not be asked to relinquish our sense of
comfort. Instead, it promises to provide us
with amenities that nature cannot create.
Toyota wants consumers to believe that nature should be enjoyed from the inside of the
4Runner looking out.
Toyota attempts to appease environmentalists by suggesting that they are also environmentally concerned. The small print at the
bottom of the ad says, "Toyota reminds you
to 'Tread Lightly!'" This proclaims its support
of an organization called "Tread Lightly!"
whose mission is to "increase awareness of
ways to enjoy the great outdoors while minimizing impacts" (www.treadlightly.org).
Toyota is encouraging us to reduce our impact on the earth, though it seems contradictory that the gross vehicle weight of the 4Runner is over 5,000 pounds (www.toyota.com).
They are hoping to quell the concerns of environmentalists by associating themselves with
an environmental organization. Toyota's
weak attempt to align itself with the environmentalists makes the ad incoherent and contradictory.
The advertisers want us to believe that
inside the safe world of an SUV environmental problems do not exist. An advertisement
in Backpacker (September 1999:100) for the
Chevrolet Tahoe plays into the notion that
SUVs should take us into the wild, but not out
of our comfort zone. The ad features the Tahoe
cresting a grassy hill in a lush and sundrenched location. The text describes the
vehicle's "OnStar" system and it makes the
claim, "Wherever you go, your security blan-
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ket is packed." The OnStar system means that
with the push of a button, help is on the way.
The "OnStar advisors" will send someone to
the rescue "even when you don't know where
you are." The concluding sentence reads, "Because sometimes the call of the wild turns into
a call for help." Chevrolet suggests that we are
never in danger while behind the wheel of a
Tahoe. The OnStar system means the owners
will never be lost or find themselves beyond
the boundaries of assistance. The Chevy Tahoe
allows for exploration without risk.
SUV advertisers suggest that we needn't
e xoose ourselves to the harsh conditions of a
cruel environment. An advertisement for the
Chevrolet Blazer in Backpacker (September
1999) plays on the idea of minimizing risk by
offering the consumer a safe way to view the
world. The Blazer advertisement contains a
black and white photo of a rocky coastline with
waves crashing and ominous clouds looming
above. The Blazer is perched atop a large,
white lighthouse and its headlights are providing a beam of light. The slogan promises:
"A little security in an insecure world." We're
meant to feel calm and consoled amidst the
uncertainty of the pending storm. The contrast between the light and dark images allows
the lighthouse and the Blazer to stand out as
beacons in the storm. The Blazer's headlights
lead us believe in the safety of the SUV in
threatening conditions.
By highlighting the features contributing
to SUV comfort and security, the advertising
industry tries to calm our fears about traversing the wilderness. However, their hidden
agenda is to eliminate our anxiety about environmental destruction by showing the SUV as
a necessary part of the natural world. The sport
utility vehicle saved the American auto industry in the late 1980s when sales were declining due to competition from foreign markets.
The growth of the SUV market throughout the
1990s has led sales of the vehicles to comprise
23 percent of total auto sales (Stork as quoted
in Goeway 2000:114). As the nation's biggest
advertisers, the auto industry has focused on
marketing SUVs claiming they are stylish,
roomier than cars, more powerful, safer, and

capable of going virtually anywhere (Bradsher
1997).
The history behind the SUV gives us
some insight into why they are environmentally destructive. Bradsher notes that in the
beginning, SUVs were used mostly on farms
and construction sites and they were classified as "light trucks." Because most were used
for commercial purposes, they received lower
standards for emission rates from the EPA resulting in their emission of 75 percent to 175
percent more smog-causing nitrogen oxides
than even large cars. Research indicates that
the emissions from cars and light trucks comprised nearly one-fifth of the American emissions of global warming gases in 1990. If the
popularity of light trucks continues to rise, the
emissions from the U.S. could rise by as much
as 55 percent. Light trucks are also exempt
from gas-guzzler taxes which means that the
auto industry is not paying the price for SUVs
that they must pay for the production of cars
with low fuel economies. The exemptions
granted to SUVs based on their prior status as
light trucks means that automakers are under
no pressure to make SUVs more environmentally friendly (Bradsher 1997). The industry
simply chooses to ignore these concerns and
continues its efforts to convince even environmentally concerned consumers that SUVs are
good.
Despite the peaceful images offered by
the advertisers, many environmentally-conscious consumers have started an "anti-SUV"
crusade. Individuals and groups opposed to
SUVs began to expose the harmful environmental effects of the gas-guzzling giants
shortly after they gained popularity in the
early 1990s. A magazine published by the Sierra Club featured an article that discussed the
poor fuel economy of SUVs. This caused the
auto industry to remove most of its ads from
the publication, costing the magazine 7% of
its annual ad revenue (Bradsher 1997). Despite
the fact that Ford has been trying to appease
environmentalists by promising to produce
cleaner vehicles, the company recently introduced the largest SUV to date on the market,
the 3.5-ton, 19-foot Ford Excursion. After
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learning of its 12 mile per gallon fuel efficiency,
the Sierra Club called it a "suburban assault
vehicle [that] will guzzle enough gas to make
Saddam Hussein smile" (Akre 1999).
The advertising industry is addressing
these environmental concerns largely by urging us to forget about them. It does not portray the SUVs against polluted backdrops and
their impacts on the landscape appear minimal or non-existent. The ads show vehicles
that respect nature, though, in reality, SUVs
are major contributors to environmental degradation. The ads choose to focus on how safe
the owner of an SUV feels. They promise us
safety, security and power and play into our
notion of "bigger is better." The industry is
also capitalizing on the cultural popularity of
appearing "outdoorsy." Even though only ten
percent of drivers ever leave paved streets and
highways, the ads suggest that an SUV can at
least allow us to appear rugged (Storck as
quoted in Goeway 2000).
After examining the tactics used to market SUVs, we begin to wonder if the advertisers have been successful in sedating environmental concerns by offering them harmonious
images of the vehicles in the natural world.
An article in The New York Times highlighted

The Cost of Playing Outside

the story of 39-year-old single engineer who
described himself as environmentally conscious and worked to conserve energy by
keeping his heat low during the winter. In
1997, he traded in his 1994 Subaru Wagon for
a 1994 Land Rover Discovery, the SUV with
one of the lowest fuel efficiency ratings, so that
he could make it to the ski slopes during large
snowstorms (Bradsher 1997). This consumer
is not alone, as evidenced by the fact that the
over 60 million light trucks on the road today
is more than triple the number in 1975
(Bradsher 1997). In response to the growing
popularity, environmental groups such as the
Sierra Club continue to speak out about the
impacts of the SUV and many groups and individuals are pressuring Washington to raise
the standards for the vehicles, ultimately leading to "greener" SUVs (http://
www.sierraclub.org/globalwarming/news/
prsrel5%2D27%2D99.html). The industry does
not appear to be receptive to the proposed
changes. Though it owes part of its success to
the environmental movement, the industry
blatantly disregards the concerns of the environmentalists by offering false images of environmentally-friendly vehicles.
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DANGEROUS PLAY: LESBIANISM IN As You LIKE IT AND THE MAKING
OF A FEMINIST SHAKESPEARE
BY MARY ANN T. DAVIS '00
Shakespeare and Feminist Criticism, by of stronger female homoeroticism quite easPhilip C. Kolin, erases any doubts that femi- ily: "In Shakespeare's plays, an originary,
nism has greatly shifted and widened the read- prior homoerotic desire is crossed, abandoned,
ing of the Shakespearean canon. In this com- betrayed; correlatively, a heterosexual desire
prehensive bibliography, Kolin surveys four is produced and inserted into the narrative in
hundred and thirty-nine items from 1975 order to create a formal, 'natural' mechanism
through its publication in 1988. However, only of closure" ("(In)Significance" 73). In this pathirty-eight of the books and articles listed in per, I will argue that Shakespeare cannot and
the subject index touch upon the specifics of should not be boxed in so easily. Utilizing the
"sexuality (female)/' and thirteen of these established lens of conscious female homoitems are repeated under "sexuality (male)" eroticism in As You Like It, Shakespeare's in(Thompson 2). In addition, there are only nine ordinate boundary-pushing in portraying lessources under "homosexuality" and eleven bianism as the paramount of female sexualunder "homoeroticism," four of which are ity, reveals his atypical, yet present, feminism,
shared, with no male/female designations. in an age when women were denied eroticism
Thompson shrewdly notes that male critics, of any sort.
especially in regard to female sexuality, ignore
when "Shakespeare's women speak," in fact Naming the Danger
It should be quickly noted that the term
preferring them to remain silent. Certainly,
since 1988 scholarship analyzing the portrayal lesbian did not exist in Elizabethan England.
femaof le sexuality in Shakespeare's plays has Today's society tends to regard the sexual origreatly increased. Yet to this day, serious dis- entation of a person as an inherent part of a
cussion of female homoeroticism, let alone ho- complete identity. For both women and men
mosexuality in general, within the in Shakespeare's time—but moreso for women
Shakespearean canon is limited to a select few because even explicit heterosexual sex for
them was taboo — choice of sexuality was not
scholars.
Shakespeare's As You like It comes under an option. Paul Hammond notes that such riprime focus in such discussions because of its gidity can create problems for modern scholpassionate "friendships" and artful, sexy lan- ars because "homoerotic desire is rarely made
guage — all combined with the main heroine's, articulate unambiguously" in works from this
Rosalind's, prancing around in drag. Because period. Most utilize the same language as
this play ends in the conventional gang mar- "passionate friendships" (225). Part of the chalriages attributed to romantic comedies, where lenge for scholars, then, is to recognize varyRosalind doffs "her masculine attire along ing intensities of desire. In speaking directly
with the saucy games of youth" and agrees to of As You Like It, I will use the term homoerotic
marriage (Howard 49), scholars take the view in delineating persons or interactions as more
that Shakespeare is showing how the conven- passionate and sexual than "conventional" or
tional sexuality and gender roles always suc- in comparison with other "friendships." Thus
ceed. Even Valerie Traub, for all of her ground- a necessary erotic aura can be conveyed, with
breaking work on female sexuality and homo- the avoidance of the modern trappings of leseroticism in Shakespeare, brushes off the hints bian.
Mary Ann T. Davis is a senior transfer student from Lousiville, Kentucky. After her graduation in
December of 2000, she plans to pursue graduate degrees in Creative Writing, adopt a cat before buying
a kitchen table, and learn how to cook anything with cilantro.
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However, the term lesbian cannot nor
should not be entirely avoided —the main
thrust of this paper is that Shakespeare, in his
play As You Like It, supports lesbian relationships. As an operational definition, the use of
lesbian in this paper will refer to a relationship
between two women which embodies both
erotic and friendship aspects. It sounds strikingly similar to homoerotic, with the additional
characteristic of genuine love and respect to
balance the eroticism, creating a full romantic
relationship. Because the term relationship refers to two people equally and willingly involved ("requited" might be another nice term
to employ here), the use of lesbian in this paper with refer to two women equally and willingly involved in an erotic and loving relationship.
A final delineation of the analysis employed here narrows the type of homoerotic
desire present. As with most plays that involve
disguise plots (the politically correct way of
saying "cross-dressing"), homoerotic implications stem from two sources in the play: the
all-male cast employed during Renaissance
England and the text of the play itself. Because
this analysis will focus on the female homoeroticism of the play, it must necessarily limit
itself to a textual focus. The obvious erotic
dance between a boy-actor playing a woman
disguised as man (which on the surface is simply a boy actor) flirting with and courting a
man, eliminates any possible focus on female
homoeroticism. Thus the text will guide the
analysis, in which enough desire circulates,
whether or not disguised.
Desire in the Open
Celia. No, thy words are too precious to be cast away upon
curs; throw some of them at me; come, lame me with reasons.
(I.iii.4-6)
I think that Shakespeare loved Rosalind... [She] was at
least the fourth woman he had dressed as a man in his work,
and as Virginia Woolfsaid, his was the prototype of the
androgynous mind. His males are inadequate, his women
dominant whether generous or wicked. —John Ward

Most of the scholarship regarding female
homoeroticism in As You Like It focuses on the

19
large chunk of the play spent in the Forest of
Arden, where the banished Duke Senior resides with his loyal followers. Rosalind's crossdressing is the obvious reason for the focus,
as well as the strong erotic language used
throughout, between men and women, men
and men and women and women. Truly, As
You Like It divides easily into two parts, which
I will dub the Pre-Forest and Forest sections.
Scholars, though right in analyzing the raw
eroticism, both homo- and hetero-, which occurs in the Forest, overlook some of the prime
and telling female homoerotic scenes in the
play when skipping over Act One.
Pre-Forest Celia and Rosalind are introduced and defined together, move through the
everyday life of the court never out of arm's
reach. The fame of Celia and Rosalind's affection precedes their entrance into the play, with
Charles the Wrestler's descriptions of their attachment within the first scene of the first act:
the Duke's daughter her cousin so
loves her, being ever from their cradles bred together,
that she would have followed her exile, or have died to
stay behind her. She is at the court, and no less beloved
of her uncle than his own daughter, and never two
ladies loved as they do. (I.i.100-105)

The strength of language here is evident.
Oliver, with whom Charles speaks, asked simply if the Duke's daughter, Rosalind, was banished with her father. A simple yes or no might
have sufficed, except in the case of these two
girls, whose love is known across the dukedom. Though this passage could serve as one
of Hammond's "passionate friendships," the
vivid image of death due to separation reveal
an intense emotion playing between the two
young women.
When Celia and Rosalind first enter the
play in the following scene, their rapport is
confirmed and solidified. Their exchange is a
romantic and petulant banter, as Celia draws
resistant Rosalind out of her dishumor—it is
the kind of interchange reminiscent of two
young lovers, one trying to comfort the other,
and offering up his/her world in the process:
Rosalind
Unless you
could teach me to forget a banished father, you must not
learn me how to remember any extraordinary pleasure.
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Dangerous Play
Celia. Herein I see thou lov'st me not with the full weight
that I love thee
You know my father hath no child but I, nor none
is like to have; and truly, when he dies, thou shalt be his
heir; for what he hath taken away from thy father perforce, I will render thee again in affection. By mine
honor, I will, and when I break that oath, let me turn
monster. Therefore my sweet Rose, my dear Rose, be
merry. (I.ii.3-21)

It is doubtful that a female friend would promise such gifts to another female friend — especially the gifts of inheritance. Women of higher
station in Elizabethan England did not have
their own estates from which to give freely.
Men who married into the family took over
the inheriting rights from the women. That
Celia is promising her inheritance to Rosalind,
links the two in a bond similar to marriage. It
should also not be overlooked that Celia chose
the word heir in reference to Rosalind, instead
of heiress, implying a certain bending of gender into the role of son-in-law. The language
in this section takes the image of "passionate
friend" one step deeper, equating Rosalind
very subtly with the role of son-in-law and all
his (or her) conjugal rights.
Once Rosalind has abandoned her cloudy
mood, she proposes that the two devise some
sport to amuse themselves. Interestingly
enough, the sport the ladies end up "playing"
is a discussion of the roles of women, which is
offered so familiarly that it appears Celia and
Rosalind have encountered this ground before:
Rosalind. What shall our sport be then?
Celia. Let us sit and mock the good housewife Fortune
from her wheel, that her gifts may henceforth be bestowed equally.
Rosalind. I would we could do so, for her benefits are
mightily misplaced, and the bountiful blind woman
doth most mistake in her gifts to women. (I.ii.28-34)

Rosalind? If Celia and Rosalind are content to
be with one another in a singular lesbian relationship, in which no men are present and
Rosalind becomes the heir, then they must be
content and willing to give up their roles as
dutiful housewives. In fact, it seems that their
desire not to conform to the social roles set
aside by Fortune might spur them more
readily into a monogamous relationship with
one another, given that homoeroticism and
friendship exists in the first place. This is not
to say that all lesbian relationships happen
because women are tired of men and the roles
to which they are relegated in heterosexual
relationships. Yet it seems Shakespeare's
problematization of the roles of women in the
midst of a romantic and erotic interaction between Celia and Rosalind cannot be viewed
as entirely separate.
The most revealing scene of the play in
reference to the homoeroticism between Celia
and Rosalind occurs when Duke Frederick
banishes Rosalind from his dukedom. Once
the women hear the edict, they both employ
different tactics to change the mind of the
Duke. Rosalind is first, standing up immediately for herself in the world of men, her
tongue quicksilver with response:
Rosalind. Yet your mistrust cannot make me a traitor.
Tell me whereon the likelihood depends.
Duke Frederick. Thou art thy father's daughter, there's
enough.
Rosalind. So was I when your Highness took his duke
dom;
So was I when your Highness banished him.
Treason is not inherited, my lord,
Or if we did derive if from our friends,
What's that to me? My father was no traitor.
Then, good my liege, mistake me not so much
To think my poverty is treacherous. (I.iii.52-61)

Rosalind knows where she stands. Her awareCelia proposes, as sport, to mock Fortune for ness comes through sharply at this point, as
the misappropriation of equality, and does so well as her feminism, in standing up for herby naming Fortune a "good housewife/' which self and her rights. She is no " good housewife"
simultaneously ridicules the roles of women. that sits back and watches Fortune play her
Rosalind agrees with Celia, in turn scoffing at games. Celia, on the other hand, tries another
Fortune by terming her "blind" because she tactic, appealing to the pathos of her father by
mistakes that women like the roles they are enumerating on the duration and depth of the
given.
relationship between Rosalind and herself:
Why this feminist shift in the middle of a
homoerotic love proposal between Celia and
Celia.
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I was too young at that time to value her,
But now I know her. If she be traitor,
Why, so am I. We still have slept together,

assuming the garb of a man quite eagerly.
Thus scholars relegate Celia's words and the
romantic banter between Rosalind and herself
Rose at an instant, learned, played, eat together;
to the level of "passionate friendship."
And wheresoe'er we went, like Juno's swans,
Rosalind's sexuality and freedom, because of
Still we went coupled and inseparable. (I.iii.67-72)
their license and abnormality, are sent to the
The homoeroticism of Celia's word choice can- Forest— a magical place where everything is
not be ignored. She says Rosalind and herself "righted" and every desire forgiven.
"still" sleep together, meaning that in their
early adulthood they continue to share the Wolves in the Woods
same bed. The Oxford English Dictionary reOrlando. Where do you dwell, pretty youth?
veals "played," in addition to the common Rosalind. With this shepherdess, my sister; here in the skirts
meaning, to signify "to sport amorously, to of the forest, like fringe upon a petticoat. (III.ii.317-319)
have sexual intercourse"; and "coupled" of I'd always suspected that there's a much more dangerous play
course carries the surface and normative in As You Like It, a subversive play, one that challenges nosexual, as well as romantic, connotations. tions of gender, that asks questions of our "male" and "female"
Mario Digangi clarifies the mention of "Juno's natures. —Actress Juliet Stevenson (qtd. in Hobby 136)
swans," naming Juno as the "patron goddess
Though John Ward rejects the idea of feof female sexuality" ("Queering" 275). Howmale
homoeroticism in As You Like If— "even
ever, he makes note that swans are typically
if
we
see . . . some degree of phallic envy in
the birds of Venus. Regardless of who made
the mix-up, Celia or Shakespeare, the coupling Rosalind, and some lesbianism in Celia, it is
of the two most sexualized goddesses in my- hardly more than latent" (39) — he contradicts
thology hints at female homoeroticism be- himself by dubbing the sexuality that courses
tween Celia in Rosalind in a very subtle man- through the scenes spent in the Forest of Arden
ner. In addition, Rosalind again provides the as "comic" (5). Most of the sexuality in the
awareness of women's roles that seem to go Forest is heterosexual, or is working toward
hand-in-hand with the discussion of female the re-establishment of the heterosexual norm.
It seems, then, that the fantasy-aspect of the
homoeroticism.
That critics and scholars have, for the Forest serves two main purposes: to allow the
most part, overlooked the more blatantly ho- more obvious qualities of female homoerotimoerotic language of the play for the stereo- cism, mainly cross-dressing and the privileges
typical homoeroticism embodied in the cross- this allows, full expression; and to bring out
dressing of Rosalind as she romps through the the comedic and unrealistic wham-bam
Forest of Arden, shouldn't be entirely surpris- heterosexualizing toward which the play
ing. Valerie Traub, in her essay "The moves in the last scene.
The purpose of Rosalind's disguise as a
(In)Significance of 'Lesbian' Desire in Early
man
has often been relegated to 1) the need
Modern England," states that a female charfor
protection
from potential harm or recogacter who embodies the gender roles accorded
her, "who did not cross-dress, who did not nition or 2) the desire to move through the
wear swords,.. . and whose gendered 'femi- male sphere without hindrance, thus gleaning
ninity' belied the possibility of 'unnatural' the benefits of that world (Ward 23). Chrisbehaviors," for such characters, "desire may tina Luckyj offers up the alternative view that
have been allowed to flow rather more freely" cross-dressing allows for "masquerade,
(77). Critics and scholars do not delve into the parody, and caricature," quoting Judith Buterotic language between Celia and Rosalind ler to solidify her argument: "In imitating genbecause Celia z's so feminine. She's not the one der, drag implicitly reveals the imitative strucwaging serious "sport" on the roles of women, ture of gender itself" (222-223). Thus,
standing up to her guardian and leader, and Rosalind's cross-dressing serves as a parody
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to reveal the artificiality of the gender she imitates. I offer the view that perhaps Shakespeare
knew the homoerotic connotations behind
cross-dressing. His audience at the time certainly was aware of the section in Leviticus
which forbids men dressing like women and
women dressing like men; how this law filtered down through the centuries tied to the
Sodom and Gomorrah story (Smith 147). If
cross-dressing in As You Like It is a parody of
the opposite gender, it could just as easily be
another characteristic of female homoeroticism. Regardless, either use of cross-dressing
has the potential to disturb the audience. Thus
the purpose of the Forest comes through— to
give these delicate issues a fantastical place to
reside where disbelief can be suspended.
Erotic excitement builds in Rosalind at
the prospect of Orlando's inhabiting the same
forest she is. When mysterious sonnets are
discovered carved into trees, and Celia seems
to know who the perpetrator is, Rosalind's language reaches a female homoerotic peak as she
demands from Celia the name of the author:
Rosalind
One inch of delay more is a
South Sea of discovery. I prithee tell me who is it
quickly, and speak apace. I would thou couldst stammer, that thou mightst pour this concealed man out of
thy mouth as wine comes out of a narrow-mouthed
bottle; either too much at once, or none at all. I prithee
take the cork out of thy mouth, that I may drink thy
tidings. (III.ii.185-193)

language matching these scenes does not lend
much credibility to Orlando's technique. Take,
for example, the sonnets carved into the
trees — the obvious rhymes and elaborate despair character a doggerel sense onto them:
Orlando
O Rosalind! these trees shall be my books,
And in their barks my thoughts I'll character,
That every eye which in this forest looks
Shall see thy virtue witnessed everywhere.
Run, run Orlando, carve on every tree
The fair, the chaste, the unexpressive she. (III.iii.5-10)

The rhymed lines continue until Rosalind/
Ganymede meets Orlando and convinces him
to be cured of his affection for Rosalind. In
pretending to be a man who's pretending to
be a woman, the woman being herself,
Rosalind reveals her complete control over the
situation. Control over sexual and romantic
situations is exactly what Elizabethan women
did not have. Yet Rosalind, because of her situation in the Forest and her assumed male-ness,
is allowed a complete discussion female roles
and sexuality, and a complete parody of male
roles and the heterosexual normative. Her
feminism comes through explicitly:
Rosalind
Make the doors upon a
woman's wit, and it will out at the casement; shut that,
and 'twill out at the key hole; stop that, 'twill fly with
the smoke out at the chimney. (IV.i.148-151)

Celia states after this lesson: "You have simply misused our sex in your love-prate"
(IV.i.185-186). It seems more likely, however,
that Rosalind is not naming the women's wit
shrewish, but that she is simply saying that
women will not be quieted, if what they have
to say is necessary. Therefore, Rosalind continues in her parody and control of men, remaining ambiguously outside of the heterosexual relationship, but completely embodying her female sexuality. It is not until she
faints after hearing of Orlando's fight with the
lioness, that the strings of convention begin to
tighten around her!

The female homoeroticism here seems out of
place, especially considering the subject of
which Rosalind is begging knowledge. Paired
with Rosalind's love for Orlando and the magical atmosphere of the Forest, female homoeroticism shifts from focus, thus helping
Shakespeare to appease his audience's conventional ideas. This scene, above all, shows an
increase of female eroticism across the board
as a significant move toward a feminist
Shakespeare.
If the wooing scenes in the Forest are
viewed as perhaps parodying men through
Rosalind's cross-dressing or simply embody- Desire, Closed
ing the fantastical surroundings, then each Rosalind. And I for no woman. (V.ii.83,88)
interaction between Orlando and Rosalind/
conventional marriage ending] remains one of
Ganymede can be seen as the "comic sexual- [The
Shakespeare's most enduring legacies, not because he created
ity" mentioned earlier by Ward. Indeed , the (or even believed) the idea but because he dramatized it as the
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perfect comic conclusion. —Diana Henderson

When Rosalind faints, thus revealing her
"feminine tendencies" and ushering in the
downfall of the independent and sexual
woman, one of Celia's last lines in the entire
play is: "Why, how now, Ganymede, sweet
Ganymede!" (IV.iii.158). The tone and rhythm
of this line mirrors previous "sweet Rose" and
"sweet coz" and closes out Celia just as she
began. When the audience next hears of her,
she is heavily engaged to Oliver and the attraction is hot — of which there is no mention,
or evidence from Celia, in the text. Celia's homoerotic desires have been neatly cinched
into patriarchal order without a peep from the
character, as will happen with Rosalind once
she settles the myriad of little plots she has
created. Mario Digangi suggests that
"Rosalind's unbelievably hyperbolic account
of Celia's attraction to Oliver suggests how
ideologically motivated is the play's need to
match her with a marriageable partner"
("Queering" 284). I would hasten to add that
this ideological need fuels the entire conclusion of the play and explains the artificiality
many critics notice about the ending in general. Elaine Hobby furthers this view by dubbing the conventional ending as "exactly that:
a convention, a masque or a mask" (139).
What's underneath this mask may be exactly
what Shakespeare meant to say.
So yes, indeed —Shakespeare had to
"mute" even Rosalind at the end of the play
(Ward 51). But because his strong female characters are quieted (even Celia was strong in
her love for Rosalind) does not mean that
Shakespeare was promoting the rigidity of the
patriarchy. It is a conventional mask Shakespeare attaches to the play, a mask ideologically fueled by the expectations of his audience.
As each main character declares his or her love
in Act V, scene two, Rosalind's thrice repetition of "And I for no woman" rings empty
and dismal. However, Ward reminds us of
Foucault, who spoke of how sexuality can be
raised "into existence by the very act of the
articulation of its suppression" (41). Now with
each repetition, the audience remembers that

Rosalind used to be "for women," and that her
ambiguous, decidely homoerotic role is suppressed at the end of As You Like It into the
"normal" gender roles which were expected
and desired by the Elizabethans.
Shakespeare does not let his audience's
return to convention remain final. An epilogue
is given by a de-trousered Rosalind — or, as the
audience is acutely aware of at the moment, a
boy actor in drag. This character thus proceeds
to mix up all of the patriarchal rules just established, not rules within the play, but within
the audience. Juliet Dusinberre elaborates on
this effect: "As You like It, far from creating closure, ends by releasing into the auditorium an
eroticism constantly open to revision" (21). But
not simply a general eroticism, but an erotically charged message to women that roles and
boundaries are meant to be transcended —
though they may not carry away such a detailed message, the female homoeroticism and
feminism represented in the play will hopefully linger.
Shakespeare Was Not a Tease: Conclusion
Our sense of body is driven less by physical fact than by our
needs in speaking about it. —Thomas Laqueur, (qtd. in
Quilligan 209)
Perhaps the theater really is the place to re-inhabit subject positions that seem evacuated by theory, because it creates a space
of danger without quite the same consequences, a space of play
and potential. —Jill Dolan

Valerie Traub is absolutely correct about
the movement of homoerotic desire in
Shakespeare's romantic comedies — what is
frustrating, and all too common among scholars, is that they don't pursue the "why" behind what they have identified. What was
Shakespeare doing by showing female homoerotic desire and then tapering it off? At what
point does the "tapering off" begin and what
might fuel this masking of female homoeroticism? Convention has answered most of these
questions. Shakespeare, because his living was
made in the theater, was consistently, even
painfully, aware of his audience. He knew
where viewers would be the most likely to accept the homoerotic language between
women, and where to couch more blatant im-
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ages of female homoeroticism. This is not to
say that Shakespeare, by using heterosexual
relationships as slight parody and cushion to
convey female homoeroticism, advocated
single-sex relationships only. John Ward reminded us earlier of Woolf s observation of
Shakespeare as the epitome of the "androgynous mind," meaning Shakespeare was simply observing and highlighting the different
types of relationships surrounding him. In As
You Like It particularly, Shakespeare conveys
female homoeroticism on two parallel levels.
One aspect is presented through the romantic
interactions between Celia and Rosalind before
they escape to the Forest of Arden; the second
aspect concerns the more obvious and prosecutable forms, such as cross-dressing and
some overt homoerotic language, all while
romping through the Forest. Shakespeare
does not let Rosalind and Celia stay together —
however, he manages to create, through the
romantic and erotic levels of this play, a vivid,
if subtle, picture of lesbianism. In comparison
with the slightly goofy and foolish hetero-
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sexual escapades in the Forest; in a comparison of the language between the two types of
relationships presented; and in the strong
characters of Rosalind and Celia, Shakespeare
portrays lesbianism as ideal.
Thus to deem Shakespeare as anti-feminist would be similar to terming Aphra Behn
and Katherine Philips anti-feminists because
they couched their delicate gender and sexuality issues in figurative language and changed
pronouns (Stiebel 162). Behn and Philips were
not anti-feminist, they simply recognized better ways to reach their audience, rather than
isolating them by pushing boundaries too far.
Shakespeare has always pushed the boundaries—we should give him credit for knowing when to stop, and knowing that subtlety
can go much farther than blatancy. Through
the female homoerotics levels in As You Like
It, Shakespeare establishes lesbianism as ideal
in comparison to heterosexuality. Shakespeare
reveals himself as sympathetic to a variety of
women's issues, and thus feminist in his intentions.
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THE INADEQUACY OF POSTMODERN LOVE: AN ANALYSIS OF MARY
GAITSKILL'S BECAUSE THEY WANTED To
BY ANGELICA K. LEMKE '00
Jean-Frangois Lyotard, one of the leading
thinkers of postmodernism, has made the following statement concerning aesthetics:
A postmodern artist or writer is in the
position of a philosopher: the text he
writes, the work he produces are not in
principle governed by preestablished
rules, and they cannot be judged according to a determining judgment, by applying familiar categories to the text or
to the work. (407)
In this paper, I would like to argue that Mary
Gaitskill's Because Tliey Wanted To reformulates
that statement as the following:
A postmodern lover is in the position of
a philosopher: the relationship s/he creates is not in principle governed by preestablished rules, and it cannot be
judged according to a determining judgment, by applying familiar categories to
the love affair.
In this collection, Gaitskill depicts relationships that adhere strictly to the postmodern
aesthetic of uncertainty and contingency, but
what results is not a postmodernism which
"believes in excess, in gaudiness, and in 'bad
taste' mixtures of qualities...[and] cheerfully
mixes bits and pieces...which jostle on a surface which seems happy to be nothing but surface" (Barry 84-85). Rather, the "postmodern
interactions" of the characters destroy the possibility of satisfying, lasting relationships, and
unfailingly leave the characters lonely and
further bewildered. Focusing chiefly on the
stories "Tiny, Smiling Daddy," "Orchid" and
"The Blanket," I will highlight the postmodern
aspects of Gaitskill's characters and the ways
in which these qualities undermine the happiness and love each character seeks.

"Tiny, Smiling Daddy''
The loneliness of the main character of
"Tiny, Smiling Daddy," Stew, is apparent at
the very outset of the story; he dreams that
the people he has lost have returned to love
him, but it is only a dream and is interrupted
by the too-loud answering machine (11). In this
first paragraph of the first story, the contemporary, mechanical, postmodern world has already disrupted his (momentary and unreal)
happiness. The remainder of the tale will allow him to be not just disrupted, but rather
corrupted by postmodernism.
As Stew sorts his memories of his estranged daughter, Kitty, a pattern in the way
he relates to her quickly emerges; his memories highlight the importance of language. He
recalls their shared "nose hair" joke (12-13),
overheard insults to his wife (14), his wife always having "something bad to say about
Kitty," (15) and the cruel words he spoke when
Kitty tells him she's lesbian (24). Their relationship is very much characterized by the
words which pass between them, words which
would traditionally be supposed to signify
something outside of themselves. In the
postmodern world of surfaces, however, this
need not be the case:
It is.. .a question of substituting signs of
the real for the real itself, that is, an operation to deter every real process by its
operational double...Never again will
the real have to be produced.
(Baudrillard 414)
The "real" in this case is the real Kitty, the real
human being who is covered over by the signs
which Stew has allowed to come between himself and his daughter. The distance only grows,
such that the language which masquerades as
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a father-daughter relationship cannot even
exist as verbal exchange, but instead must be
found in a letter, the words on Kitty's t-shirt
(both 17), or the magazine article on which the
story hinges.
What is perhaps most interesting about
the article which Kitty writes is that she seems
unconcerned with whether her father ever
reads the work. The endless codification of
their relationship, her father's unwillingness
to see past a single aspect of his daughter1 has
reached a point where the relationship itself
no longer exists, but only the signs which have
been produced by it. Nietzsche describes the
danger in over-codification as follows:
But this inwardness also carries with
it a celebrated danger: the content itself,
of which it is assumed that it cannot be
seen from without, may occasionally
evaporate; from without, however, neither its former presence nor its disappearance will be apparent at all... [O]ur
interior is too feeble and disorganized
to produce an outward effect. (81)
The desire which Kitty expresses for "real communication" (19) can never be fulfilled, as her
own decision not to tell her father about the
article illustrates. The "ghastly talk-show language" (20) of the article is not addressed to
him at all, but to a public which examines and
interprets the signs each of them now produce
ad infinitum. The "real" no longer exists. As
Barry paraphrases Baudrillard, "the sign disguises the fact that there is no corresponding
reality underneath" (88). Postmodern communication has failed to supply what was needed
in this relationship.
"Orchid"
In "Orchid," the characters do not have
the luxury of a "real" from which their relationship can grow; that is to say, they are never
afforded the kind of intimate relationship that
Stew and Kitty, as father and daughter, presumably lost. Margot and Patrick begin their
relationship at the surface level. As such, they
are truly postmodern, rather than characters
who evolve into a postmodern state. Unfortunately for the hearts of these characters, "what
we see is all we get" (Barry 89, my emphasis),

At the outset of the story, Margot gives a
description of Patrick which is concerned
solely with his physical appearance, then and
now. His early work as an actor also informs
the reader very early that Patrick may very
well be concealing a self other than the one
which emerges on the surface. All of Patrick's
romantic endeavors seem to be based on his
attractive physicality2:
"People get fixated on Patrick," said
Dolores. "When he was in high school
he actually had a female fan club. It was
embarrassing. He encourages stuff like
that because it flatters him, but in another way, he knows it's not about him
at all. I think he's pretty lonely, actually." (72-73)
Even as Margot and Patrick begin to develop
a close friendship, Margot is unable or unwilling to see below the surface:
Patrick said, "It's just that I feel so invisible. I just feel so invisible."
Margot blinked and stared at him. His
bright-orange shirt was open to his exquisite collarbones. His long, subtle
hands looked hypersensitive against his
cheap coffee cup. He was outrageously
fine and fair. "What do you mean?" she
said. "What on earth do you mean?"
She didn't remember his answer or
even if he had one. (65)
Margot keeps Patrick at a distance, both physically and emotionally. In fact, all of the physical exchanges in the story are momentary,
transient, like the way in which Patrick's attention would "sometimes touch his sister,
quickly, like a traveling drop of light" (62).
This is illustrated most fully by Mar got's reaction to Patrick's invitation to sex. Though
he propositions her without much tact (76-77),
she is still aware that he is "looking at her all
the way from the bottom and, even more, inviting her to look in" (75). Patrick desires a
relationship that goes beyond the surface, beyond physical attraction and polite conversation, but Margot stays "outside his blankets"
(75) when she first approaches him, and
quickly retreats when Patrick asks her to join
him beneath the blanket; that is, she refuses to
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allow the relationship to take on a more significant level. At the same time, she is hurt by
Patrick's own inept attempt to sound casual,
the statement that he "could take [sex with
Margot] or leave it" (77) because it trivializes
the act, makes it insignificant, relegated to the
surface.
Like Patrick, Margot also allows her
other romantic endeavors to be overwhelmed
by surface concerns. When Patrick observes
her uncertain happiness in her relationship
with Chiquita, she responds with a comment
about Chiquita's nipples rather than her personality or the depth of feeling between them.
The swiftly following end of this relationship
comes as no surprise. Margot's emphasis on
the surface, her lack of concern with the interior lives of her lovers leads her to inevitably
lose them. Roberta, who has just left her when
she is reunited with Patrick, leaves Margot
because of her disgust with her superficiality.
She mocks Margot's affinity for "bright little
things on her walls and furniture" (71), for
merely aesthetic pleasures, and condemns
Margot as a stereotype (74), rather than a fully
unique, multi-dimensional human being.
A postmodern approach to romance has
failed to satisfy Margot's needs. Even when
reunited with equally superficial Patrick, they
are unable to break through the surface to a
full relationship, but are equally unhappy to
remain so distant from each other:
He was trying to show himself to her,
to explain something. He didn't have
the means, but he was trying, silently,
with his eyes. And she was trying too.
It was as if they were signaling each
other from different planets, too far
away to read the signals but just able to
register that a signal was being sent.
They sat and looked at each other, their
youth and beauty gone, their selves
more bare and at the same time more
hidden. (87)
Like the characters of ''Tiny, Smiling Daddy,"
Patrick and Margot have found themselves
overcome by signification, by surface relationships, so much so that they are "too far away
to read the signals." With the exterior buffer
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of their beauty gone, they are "more bare," but
because their inner selves have remained uncultivated, have continually retreated in favor
of a world of surfaces, they are also "more hidden." A lifetime of postmodern romance has
left them unable to enjoy romance on any level.
At the same time as it critiques a
postmodern approach to love, "Orchid" explains the appeal of such a perspective through
one of Margot's clients. The woman explains
her desire to look like a supermodel by praising the simplicity and superficiality they literally embody:
"I mean, I know the models themselves
aren't like that. They probably have the
same stupid, ugly problems I do. It's
more the world as they represent it.
Without any fucking awful complexity.
Without any of this filthy shit."
*****
After this session... [Margot] went to the
rest room, where two other social workers were talking about a woman who'd
been in earlier, trying to have her daughter committed. "I don't know about the
kid," said one, "but I'd sure like to put
Mrs. Bitch away." Margot...for some
reason thought again of Patrick. (66-67)
The world of images is free of "filthy shit," of
the difficulties and emotional traumas of relationships that extend beyond the surface.
When Margot is faced with the cruelties of her
fellow social workers, her inclination is to think
of Patrick, of superficial, aesthetically pleasing
Patrick. Her client also craves the solace of a
pretty, problem-free world, the kind of world
which she can see in photographs of
supermodels. She, however, recognizes the
falsity of this world. This surface-bound aspect
of postmodern relationships has aesthetic appeal, as in a photograph, but is not to be mistaken for the way life is actually lived. Rather
than the happy play of images that appears to
characterize postmodern art, these characters
experience a disconnected, unfulfilling lack of
emotion in their romances.
"The Blanket"
Gaitskill's collection, however, does not
condemn contemporary society to the inad-
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equacy of postmodern love, but presents, in
"The Blanket," a couple that, though they begin their relationship with a postmodern outlook, are able to break through the world of
over-codification and surfaces to a relationship
with real emotional depth.
The relationship between Valerie and
Michael begins at the surface level; they role
play during sex. Though Valerie seems to be
placing the relationship at an emotional distance very consciously with this suggestion,
Michael is immediately aware of what the roleplaying surface might signify, what might lie
underneath the games: "Under the cheesy assurance of it, he felt her vulnerability, hidden
and palpitant" (90). Her fear of true emotional
involvement, we learn later, stems from her
past experience as a victim of rape; it is easy
to understand her desire to keep sexual relationships at a distance, to avoid emotional
penetration in a way that she could not avoid
physical penetration, but her involvement
with Michael disrupts the delicate balance of
her surface world. Her work as an illustrator,
a creator of signs, stalls because of his presence:
When Michael appeared she had just
started a jacket for a novel by a wellknown hack, which required that she
draw prowling leopards. It should've
been an easy job, but she could not bring
her sensory apparatus to bear on the
leopards. She would draw for minutes
and then spend nearly an hour pacing
around, listening to overblown love
music...The kitchen table became littered with partial leopards. (91)
Like the leopards, Valerie is unable to "bring
her sensory apparatus to bear" on the project
of codifying her new lover. They try out many
"partial leopards," many fantasized relationships that are simple in their symbolism, but
each is abandoned, left behind for a new fantasy.
The fantasies, in fact, seem to be the kind
of eclectic play that is found so desirable in
postmodernism as an artwork and clearly have
a charm and delight for the couple. However,
when elements of real life are introduced into

their fantasies, when real-life experiences are
reduced to one-dimension, the delight quickly
turns to fear and pain:
They went back to the apartment and
had sex while imagining a heartless
scene between Michael and the Seattle
girl he'd rejected. About halfway
through the fantasy, Valerie stopped
being a bystander and became the poor
girl. She pleaded with him to fuck her,
but when he did, she felt a terrible rush
of emotional pain that shocked her into
tears. Mistaking her shudders for excitement, he became too rough, and she
cried out for him to stop. They separated
and Valerie turned on her side, just in
time to see Michael's expression of impersonal cruelty devolve into confusion and injury. (94)
When the possibility of "impersonal cruelty"
in the life outside of their fantasies, when the
real world becomes one of mere surface, the
relationship between Valerie and Michael cannot succeed. Valerie immediately begins to
push him away, asking to be alone for several
days and then, when Michael wants to see her,
calling a hiatus to their sexual activity, the activity which they have now used to trivialize
true human interaction.
When Valerie tells Michael about her
rape, she does so in a manner that keeps with
their playful, merely surface interaction up to
that point, but immediately regrets doing so.
She says, "Sometimes I tell people really awful stuff like it's a joke. I don't know why. I'm
trying not to do that anymore" (96). This aversion to making real life superficial is felt by
Michael:
When she'd said, "I'm trying not to do
that anymore," it had provoked a storm
of monstrous pathos in him. It was the
kind of pathos that felt so good he
wanted to make it go on forever. It
shocked him that someone had hit her,
but following close upon the shock was
an overwhelming tenderness that made
the shock seem like an insignificant
segue. (97)
However, Michael has not fully grasped the
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distinction between the real and unreal that
Valerie must hold onto, as his subsequent attempt to play out a rape fantasy demonstrates.
Valerie, understandably shaken and frightened by the experience which, for her, is very
much about real life, though Michael thinks
of it as mere play, struggles to pull him out of
the postmodern game that has been their relationship thus far:
"What do you think? You spoiled, stupid, ignorant little shit! I tell you I don't
want to fuck, I tell you about being
raped and you set up a rape fantasy?
What's wrong with you!"
"I was just doing what we do all the
time."
"It's not the same!...You were disrespecting me.. .For real."
Her small voice and her words hinted
at the wonderful pathos that had so
gripped him. (99)
The depth of feeling that Michael senses in her
voice, that he wants to experience for himself,
cannot be achieved in a play of surfaces, but
must be found in the "real" which
postmodernism covers over and denies. In the
final scene, Michael's transformation is complete. When he truly wants to "[c]ome under
the covers" (101), to go beneath the surface of

Valerie's life only when she offers him that
chance, he has abandoned the postmodern
approach altogether by recognizing a difference between surface and what lies underneath and seeing the need to approach that
underlying reality, that complex organism
known as a human being differently from the
world of surface images.The strength of this
relationship far outweighs those discussed
earlier. Michael and Valerie may be able to
forge a solid love together.
Conclusion
Though "the postmodern condition" may
foster a healthy playground for the arts, it is,
like an actual playground, full of cruelty toward the heart. Though Because They Wanted
To has been written in a time period which is
increasingly referred to as "the postmodern
era," it laments, rather than celebrates, this
condition. As one of the "eternal verities" that
postmodernism would have us reject, love is
endangered and often lost if we are to approach it without depth. To love
postmodernly, then, is to love badly, if to love
at all. The terrible pain of Stew, Kitty, Margot
and Patrick leaves us yearning, like Michael
for "the wonderful pathos" which lies beneath
the surface.

Notes
1. In fact, his view is bound by a single word, "lesbian," which he uses four times in less than four pages
to describe his daughter (13-16), even saying, "Then he would remember that she was a lesbian...making
it impossible for him to see her. Then she would just be Kitty again."
2. In keeping with the postmodern spirit, Patrick's appeal cannot be fully classified by gender; Margot
consistently characterizes him as being boyishly feminine. See 60, 75, 76, as well as Donald's comment
on 77 which shows the contrast between Margot and Patrick's unclassifiable relationship and a world
view which maintains strictly defined catagories, such as heterosexual/homosexual.
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RETREAT INTO MYTH: JOSEPH GOEBBELS, KOLBERG, AND THE IDEAL
IN NAZI CINEMA
BY ROBERT LEVINE '00
"All efforts to render politics aesthetic culminate in one thing:
war." - Walter Benjamin
"Even entertainment is nowadays politically important, if not
decisive for the outcome of the war/'- Joseph Goebbels
"Cinema is a ribbon of dreams." - Orson Welles

Nazi cinema enjoys a dual position in the
history of German film. It stands as the dark
hallmark of an abhorrent and reprehensible
regime while at the same time representing a
time of great success and productivity for the
nation's industry, spawning films that still fascinate and engage cineastes today, both for
their inherent quality and craft as well as their
role as propaganda pieces designed to further
indoctrinate their audiences with National
Socialist ideology. Both Adolf Hitler and Minister of Propaganda Joseph Goebbels were
avid film enthusiasts prior to and throughout
their ascension to power; they were also great
opportunists, and in assuming control over the
German film industry, they took the reins of
what was arguably the most productive and
influential in Europe.
In many ways, the Nazi leadership and
the German cinema made for an easy courtship. The German national cinema, ironically
enough, grew out of an overtly nationalist
thrust-an urgent desire to see German habits
and German traditions compete with other
foreign cultures for representation on screen
(Taylor 126). Upon takeover, the Nazis "inherited a cinema with a strong and distinctive
national tradition at a time when film was already accepted as a respectable and effective
medium for the transmission of ideas" (Taylor 142). Hitler and Goebbels would shed this
distinctive tradition (characterized by the stark
amorality and expressionistic aesthetic of films
like Fritz Lang's M) almost immediately upon
takeover, however, opting to take the nation-

alism to a much higher level-into the realm of
fantasy. Hitler's tenants of Aryan superiority,
racial purity and the "inevitable" rise of the
Nazi empire congealed into a grandiose false
ideal, a work of megalomaniacal imagination,
and the cinema would prove the ideal medium
for pushing it through: "As a regime committed to an irrational ideology, the Third Reich
was drawn naturally to a medium whose appeal lay in its ability to alter reality to create
the proper emotional effect" (Weinberg 105).
Hitler and Goebbels recognized, more perhaps
than anyone else in history did, the power of
the cinema as a formative political tool, and
they set it into action right away.
Debate persists among scholarly studies
of Nazi cinema regarding how many of the
films produced during the period of Nazi rule
(1933-1945) actually constitute "propaganda,"
due partially to the definitional difficulties the
term itself presents. In his book Film Propaganda: Soviet Russia and Nazi Germany, Richard Taylor makes an admirable attempt to sort
through the various trappings of the word,
coming to a succinct conclusion: "Propaganda
is the attempt to influence the public opinions
of an audience through the transmission of
ideas and values" (15). For the purposes of this
essay, this definition will suffice. The other
variable that grays the propaganda label attached to the Nazi cinema is that many of the
films produced under the regime were consciously created as entertainment, rather than
instructional or intimidation pieces. What one
might conceive as a period brimming with
sledgehammer-subtle cinematic assaults of
Orwellian brainwashing upon even a cursory
examination reveals an industry output primarily composed of slick entertainment fare
on par with what is normally associated with
Hollywood. According to author Eric
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Rentschler, "so-called 'unpolitical' features
constituted 86% of the epoch's films" (Illusion
37). Citing film sociologist Gerd Albrecht's
Nationalsozialistische Politik, Rentschler writes
that "generic" or entertainment productions
constituted 941 of the 1,094 feature films made
under Nazi control, including 295 melodramas
and biopics, 123 detective and adventure films,
and 523 comedies and musicals (Rentschler Afterlife 7). This was a cinema dominated by "formula fare and escapist diversion replete with
well-known stars, upbeat scores and alluring
production values" (Rentschler Afterlife 9). In
other words, it was no two-minute hate, and
this inclination to entertain was reflected in
many of Nazi Germany's larger social policies.
National Socialism was "a political order that
openly proffered tourism, consumerism and
recreation as dialectical complements to law,
order and restriction" (Rentschler Afterlife xi).
To those people not alienated, despised and
deported by the fascist ideologies of the party,
Nazi Germany aimed to please (albeit with
candy-bar concessions and pleasures as manufactured and orchestrated as anything else).
A government repute for its public rallies and
splendiferous parades, "show business and
National Socialism were of a piece"
(Rentschler Illusion 35).
Nazi Germany is history's most infamous
cult of personality, and Hitler is the dictator
star-supreme, but if any one person were assigned the role of Oz, the man behind the curtain, it would be Goebbels, Reich Minister for
Public Enlightenment and Propaganda.
Goebbels was appointed in March of 1933. A
brilliant orator and consummate mythmaker,
his role in the party to that point had been part
salesmen, part ringmaster. Goebbels was responsible for making his Fuhrer not simply
palatable to the public, but irresistible, and he
orchestrated large parades and musical reviews to that end (Baird 16). Upon his appointment to Minister, he assumed control over all
the media and communications apparatuses
of German society in the form of the
Reichskulturkammer, or State Chambers of Culture, with branches for each of the main media enterprises (Art, Music, Theatre, Author-
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ship, Press, Radio and Film) (Manvell and
Fraenkel 69). With the film industry in particular, he pledged reform, and the provisional
Reich Film Chamber [Reichsfilmkammer] was
established by July 1933 (Manvell and
Fraenkel 69). All professionals in the industry
were required to join (non-Aryans being excluded, having been promptly expelled) (Taylor 145). A single official film industry trade
union (Deutsche Arbeitsfront) was established,
for which membership was also compulsory
(Manvell and Fraenkel 70). The Reich Film
Law of February 1934 ensured that all scripts
were examined and revised prior to production (Manvell and Fraenkel 71). A rigid system of film censorship, in keeping with the
party line, came into being, with Goebbels at
the very top of the heap. It was designed so
that his directives "could pass down the chain
of command to those actually engaged
in.. .drama and film production" (Manvell and
Fraenkel 69). Citing Albrecht, Weinberg
writes, "Goebbels was involved intensively in
the conceptualization and production of propaganda films in general and of weekly newsreels in particular" (107). Film was undoubtedly his passion. His personal diaries are "replete with references to movie stars, appearances at premieres, and criticisms of specific
films and actors" (Weinberg 107). A perusal
of his wartime diaries from 1939-41 shows that
he reserved time almost every evening to
watch films, revise scripts, etc. He even enjoyed American pictures. Of Frank Capra's Mr.
Deeds Goes to Town, he wrote: "Marvelous stuff
from America, with Gary Cooper. Wonderfully made, excellent ideas, beautifully acted.
I am delighted" (Diaries 13). Of course, with
Hollywood's non-Aryan power base, his appreciation could only go so far: "In the
evening, Leni Riefenstahl reports to me on her
trip to America. She gives me an exhaustive
description, and one that is far from encouraging. We shall get nowhere there. The Jews
rule by terror and bribery" (Diaries 9).
From his success as a rally speaker and
parade organizer, Goebbels understood the
advantages of addressing a crowd, for "it is
crowds rather than isolated individuals that
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may be induced to run the risk of death to se- nificance of propaganda decreased. Goebbels,
cure the triumph of a creed or an idea" (Baird however, felt that propaganda efforts should
17). It is no wonder he gravitated towards the be continued even after power has been concinema, for as Taylor articulates:
solidated (Taylor 143). Additionally, aesthetCinema appeals to the individual as a ics were absolutely a concern and, above all,
member of a crowd. In this context it Goebbels never wanted an audience member
contains elements of theatre: the mem- to "know that today he's going to a political
ber of a cinema audience, like a specta- film." Disallowing that realization was to
tor in a theatre, is uniquely susceptible Goebbels the key to effective propaganda, and
not only to his or her own emotions, but the primary impetus behind his emphasis on
to those of the mass around, and to the entertainment. He feared that overtly politiinteraction between the emotions of that cal propaganda, where the hand of the govindividual and those of the mass...he/ ernment was clearly visible, risked alienating
she is like putty in the propagandist's the audience. An audience aware that it is the
target of didacticism will naturally be skeptihands (16).
Goebbels recognized the formative power of cal, and Goebbels hoped to avoid such a dythe cinema, its remarkable ability to influence namic. As Goebbels stated in a letter to Soviet
and suggest. He set out to create a film indus- filmmaker Sergei Eisenstein, presumably in an
try in full service of the Reich, where every attempt to solicit his participation: "I do not
exposed frame constituted a brick in an ever- require a film to begin and end with a National
climbing ideological wall, whose purpose was Socialist procession. Leave these to us - we
to contain the German masses and the world know how to do them better than you do" (qtd.
at-large in a psychic enclosure with the Nazi/ in Taylor 211). Goebbels relegated more overt
Aryan ideal, further separating all three from forms of propaganda to the newsreels that prethe polluted nature of the regime and the sin- ceded each film showing. He disdained overly
intellectual or experimental projects, keeping
ister reality it imposed.
It was Goebbels who kept Nazi cinema his eye firmly fixed on the lowest common defirmly steeped in its entertainment founda- nominator and the bottomline. In 1937, when
tions. In this, he disagreed with Hitler on two American imports were still out-finessing dofundamental points regarding propaganda, mestic German productions, he kept his ear
First, Hitler felt that art and politics should be to the ground; audiences made it clear they
kept distinct and separate. In his book Mein desired their Steamboat Willie before their
Kampf, he writes, "where the destiny and ex- Battleship Potemkin. His features were to mainistence of a people are at stake, all obligation tain "the appearance of escapist vehicles and
toward beauty ceases" (19). In conversation, innocent recreations" (Rentschler Afterlife 16).
Images of boot-stomping and sieg-heils were
he remarked:
Certainly, on the one hand I want to use also threatening to international audiences, for
the film fully and completely as a me- Goebbels was a shrewd businessman—he exdium of propaganda, but in such a way pected the German film industry to be the most
that every viewer knows that today he's successful in the world. His immediate nationgoing to a political film...It makes me alization of the film industry upon takeover
sick when people make politics under in 1933 ensured that all profits from the films
the guise of art. Either art or politics... fed back into government hands. Rentschler
encapsulates Goebbels' objectives best:
(qtd. in Taylor 148).
[H]e wanted films with formal assurSecond, Hitler felt that the importance of
ance and popular appeal, fantasy prostrong propaganda is inversely proportional
ductions that would expand German
to party membership. It is crucial only insofar
market shares and alleviate the need for
as it is necessary to draw allegiance. Once alforeign imports. He sought to create a
legiance is solidified, Hitler felt that the sigArticulate 2000

star system; he cultivated scriptwriters
and directors. Like any Hollywood entrepreneur, he checked box-office returns and stressed the crucial role of
advertising.. .Goebbels articulated a desire to create a cinema that could both
satisfy the domestic market and function as a foreign emissary (Afterlife 19).
Goebbels became, in a way, a perverse Cecil
B. DeMille: part entertainer, part businessman,
all emotional engineer. Writes Manvell: "The
effect of [Goebbel's] controls was to lower the
temperature of German film-making until it
approached zero...German films became escapist and politically harmless, or nondescript;
and notable for the absence, rather than the
presence, of a swastika" (Manvell and
Fraenkel 72). Indeed, many of these films were
designed as period pieces to assume an empty
"universalism" and avoid comparison with
contemporary political realities. However,
Manvell's statement is slightly misleading in
that it equates surface elements and content
("absence, rather than the presence, of a swastika") with an inherent political innocuousness. Posed with the aforementioned question- can these ostensibly "harmless," apolitical films be considered propaganda? - the
answer lies resolutely in the affirmative. They
were made with the express purpose of ushering through the antiseptic facade of the
"true" Aryan existence as fabricated by the
Nazi party, an existence that could only really subsist on screen - in the realm of the ideal
and the fantastic.
If Nazi film production kept a steady
pace prior to 1940, the onset of war kicked it
into high gear. The industry itself was never
more successful— escapist fare made film
houses a welcome refuge from the trials of
wartime living. It was not until 1942, when
the Sixth army of the German forces lost over
three-quarters of its numbers to death or capture at the battle of Stalingrad, did a
discernable shift in Goebbels' approach to conceiving the propaganda feature take place.
With the production of Munchhausen (1943)
Goebbels made a direct attempt to prompt a
psychological and spiritual rebound on the

part of the German populace in response to a
specific political/military setback (Rentschler
Afterlife 193). His strategy was characteristically diverting, and the product more
fantastical than ever. Stalingrad and
Munchhausen concurrently mark "the watershed in delineating Goebbel's shift from a combination of factual-mythical propagandawhich characterized his approach during the
early years of the war- to an increasing dependence on irrational themes" (Baird 40). So
would begin Goebbels' "total war of illusion
meant to distract Germans from painful and
traumatic realities, from the presentiment of a
national catastrophe and the shame of mass
murder" (Rentschler Afterlife 212). Days after
a massive Allied bombing, Munchhausen premiered in Berlin as part of Ufa's 25th anniversary celebration (Rentschler Afterlife 194). Conceived as the "ultimate entertainment," the
film is a ribald pop fantasy based on a popular piece of European folklore. The eponymous
hero is a grand liar whose on-screen antics bear
an interesting parallel to the Minister of Propaganda himself: "This is to be the story about
a hero who fabricates tales, and, mimicking the
powers of cinema, incarnates a medium that
traffics in illusions" (Rentschler Afterlife 198).
No expense was spared in the creation of
Munchhausen) Goebbels intended to produce
a grandstanding showpiece that would demonstrate the dominance of the German
cinema's ability to entertain. The film's highconcept production "put German technical
genius on parade and offered a compellingand what was hoped to be reassuring-triumph
of special effects" (Rentschler Afterlife 196). The
film would also serve to anesthetize the German populace to a stinging defeat on the battlefield and the ominous threat of Allied victory
that was now raining down over their heads,
providing the ultimate vehicle of escape in the
character of the Baron, whose magical powers
allow him to travel through space and time
and escape trepidation with ease. According
to Rentschler, Munchhausen represents the
era's "ultimate exercise in wishful thinking"
(Afterlife 202). That is, until Kolberg.
The loss at Stalingrad also propelled
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Goebbels to green-light Kolberg, a historical
epic about a courageous civilian army defending its town against Napolean's forces, though
the film would not see release until 1945.
Kolberg, as Taylor put it, became "the swan
song of Nazi cinema'7 for which Munchhausen
is an interesting antecedent (196). Both stem
from the same hyper-ambitious, reactionary
thrust on Goebbels7 part: "With German reversal in the Russian campaign in 1942 and
growing disillusionment on the homefront, the
Minister of Propaganda turned his attention
to what he believed would be the greatest
movie ever produced77 (Weinberg 113). Perhaps at the behest of an unfair precedent set
by the popular success of Munchausen,
Goebbels spearheaded a project that would
come to represent Nazi cinema's last gasp, a
desperate conflagration of resources in lastditch service of an increasingly delusional ideology.
Kolberg, like Munchhausen, was an enormous undertaking. Like the filmmakers behind Munchhausen, director Viet Harlan (Jud
Suss) received carte blanche from Goebbels to
complete the film according to his specifications. Kolberg's budget would eventually exceed that of Munchhausen, totaling upwards
of 8.5 millions Reichmarks, almost eight times
the cost of an average film produced within
the industry at the time (Taylor 196). Staging
its elaborate parade and battle scenes would
require the involvement of over 187, 000
people, including several real army units
(Weinberg 113). Nearly two years of shooting
amassed over 90 hours of raw footage
(Weinberg 113). Kolberg became a sinkhole of
time and resources and a puzzling priority for
the Minister of Propaganda. He removed more
and more troops from the field to act as extras
in the film. Even with a scarcity of real ammunition on the WWII battlefields, Goebbels had
munitions factories work double time to produce blanks for the film (Weinberg 113). Despite the need for preservatives and food supplies all across the empire, tons of salt were
shipped in to give the illusion of snow (Taylor 197). Even Harlan, the director, expressed
confusion as to his Minister's intentions:

During the shooting I constantly discussed with the officers the sacrifice that
the film involved for the military. Most
of them were glad, and none was keen
to get back to the front as soon as possible. But nobody understood why a
film should be so important77 (qtd. in
Taylor 197).
It is ironic that a film portraying a defeatist
and ineffectual military would provide refuge
for real German soldiers whose will to fight
was quickly waning. Harlan continues:
It was the year 1944. Stalingrad had long
fallen and the danger of a war that had
been completely lost moved ever more
uncomfortably close to us...Hitler as
well as Goebbels must have been convinced that the distribution of a film like
this would be more useful than a military victory. They must have been hoping for a miracle. And what better to perform a miracle than this 'dream factory7
that is the cinema (qtd. in Taylor 197).
What Goebbels hoped to achieve was a mass
grassroots galvanization, an awakening of
nationalist spirit in the German populace similar to the my-country-before-myself credo
taken up by the Kolberg citizenry in the film,
Again, as with Munchhausen, he felt a welltimed cinematic spectacle of the highest quality could prompt a psychological resuscitation
in his audience, and he pursued it as a political necessity. Kolberg stands at the nexus of
Goebbels7 two primary directives: on one end,
the aim to influence, dictate; on the other, the
aim to entertain and enthrall. Investing as
much as he did in the completion of Kolberg, it
is difficult to tell which one of these aims he
considered the priority; or, if he saw any difference between these two motives at all.
More than most Goebbels-sanctioned
features, Kolberg wears its propagandic intent
on its sleeve. It is, like many films in the Nazi
oeuvre, a period piece, though clearly intended as an allegory, with themes of duty and
sacrifice intended as relevant to the contemporary German dilemma. A title opens the
film, reading "Breslau, 1813.77 Citizens of the
city march en masse down its streets, filling
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the screen. They walk arm-in-arm, singing in
unison. Inside his chambers, the King of
Prussia, Frederick William II, is braced by commander Gneisenau, Goebbels' cinematic
stand-in and mouthpiece. In the background,
a choir can be heard singing lines from a poem
by German patriot Theodor Korner, a poem
Goebbels quoted famously in his speech announcing total war in 1943 (Taylor 198).
Gneisenau demands a proclamation from the
king inviting the citizens to participate in the
war effort. The King scoffs at first, calling
Gneisenau an "impractical dreamer.77 "Reality is different,77 says the King. "I know reality,77 says Gneisenau, again establishing his
character affinity with Goebbels, the
mythmaker and the propagator of "truth.77 "I
looked [reality] in the face many years ago77
says Gneisenau, "at Kolberg.77 We then dissolve to a title reading "Vienna, 1806.77 This
will be the film's central narrative, framed by
the story of Gneisenau and the King. After
hearing an announcement declaring the surrender of the various cities of the German
Empire to Napoleon, we switch to Kolberg,
where the people are celebrating in an annual
festival. Nettlebeck, the brewmaster and
mayor of the village, is concerned over the
threat of French occupation. A paragon of nationalism and stubborn pride, Nettlebeck is
set off against the other "pragmatists77 of the
town leadership, who intend to surrender to
Napoleon should his forces reach Kolberg. The
military presence in the town is inept and lazy;
they've allowed their cannons to rust. Together with a wounded lieutenant seeking refuge from battle, Nettlebeck sets out to prepare
the citizenry of Kolberg for retaliation. Meanwhile, the lieutenant, named Shill, strikes up
a romance with a local farm girl named Maria.
Nettlebeck's rebuking of a French emissary
draws Napolean7s wrath. The emperor steers
his armies toward Kolberg. As Loncadou,
Kolberg7s misled military commander, debates
with Nettlebeck over the necessity of fighting,
French troops occupy the farmhouse of
Maria's family, just outside of Kolberg. Maria's
brother Klaus, portrayed as an effeminate
milquetoast, toasts Napoleon with the French

soldiers, disgracing his father. Nettlebeck is
imprisoned for his insolence. He sends Maria
on a mission to Konigsberg to demand of the
King that a new commander be sent to
Kolberg. At the behest of the citizenry,
Nettlebeck is freed, and the new commander
arrives; it is Gneisenau, now participating in
his own narrative and again providing voice
to Goebbels 7 dictums. Gneisenau scolds
Nettlebeck for his questioning of orders. "You
want to lead but can't obey?77 he asks. Here
we see the fascist ideology begin to emerge;
in times of great distress and turmoil, concern
for one's homeland is pivotal, but never at the
expense of hierarchy and order. "Otherwise,"
the commander states "we'd be on the road to
anarchy." In the following scene, with a speech
supposedly scripted by Goebbels himself,
Gneisenau addresses the people of Kolberg
directly (Manvell and Fraenkel 85). He begins
with "Citizens of Kolberg, Prussians, Germans!" effectively drawing the intended metaphoric line of the film. He states:
No love is more sacred than love for
one's fatherland. No joy is sweeter than
the joy of freedom...Citizens and soldiers, from farm labourer to citizen general, you want to be as good as your fathers were. Dare to live up to them: you
have their example, so set an example.
The best way to defend a fortress is to
attack (qtd. in Taylor 204).
As Taylor points out, "once more we have a
speech in the film that could just as well be
addressed to the Berliners of 1945 as to the
Kolbergers of 1807" (Taylor 204). The battle
ensues, and the Kolberg uprising proves to be
a resilient one. The people make continual sacrifices of person and property, but ultimately
prevail. They succeed in keeping the French
forces from breaching their gates. The story
then returns to 1813 in Breslau. Gneisenau has
completed his story, and his King is swayed.
As he sits down to sign the proclamation,
Gneisenau moves to the window looking out
over the Prussian people. Inspired by the
memories of Kolberg, he begins to pontificate,
and his words summarize the ultimate desires
of Goebbels. Speaking almost directly into the
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camera at Goebbels' Berliner audience,
Gneisenau says:
The people are filled with a mysterious
strength. The example the citizens of
Kolberg once gave them, they want to
follow and finally shake off their chains,
The people are rising for coming battle.
The storm is breaking loose...from the
ashes and rubble, like a phoenix, a new
people will rise. A new nation.
The message is clear: Kolberg is an example,
Emulate it and find the honor they found.
Kolberg was a deliberate attempt at
political self-preservation via aesthetic means,
As a propaganda piece, it is a virtual catalogue
of prototypical Nazi/Aryan qualities. Several
other characteristics of the National Socialist
ideal are evinced in addition to the chestthumping nationalism embodied by
Nettlebeck and Gneisenau. Not entirely relevant to the central lesson of the narrative, they
often serve to reinforce the ideal via counterpoint. For example, Maria's brother Klaus,
whose behavior confirms the Nazi distaste
toward internationalism. Klaus announces
early in the film that he has "become a citizen
of the world" while abroad at music school,
Nettlebeck, the protector of the homeland, regrets his decision to send him there. Fey and
childish, Klaus is shown to contribute nothing to the military cause. He drinks with
French soldiers and cries at the sounds of cannon fire. Towards the end of the film, he foolishly tries to retrieve his violin from his
flooded house and is struck down by a cannon blast. An example of how self-interest
breeds weakness, Klaus also demonstrates that
"being abroad in Nazi cinema means potential attraction to the foreign, distance from the
homeland and all sources of well-being and
stability" (Rentschler Illusion 35). Internationalism is a corrupting influence. Indeed, after
watching his son toast Napoleon, Klaus' father states that his house is tainted. "I'll never
sit at that table again. This house died when
they stole my son." Later, he burns the house
down and kills himself in the fire. The many
undesirable attributes of the French as portrayed in the film help to buttress the effigy of
"
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the courageous Kolberg Aryans. The "life-anddeath" struggle of the Kolbergers is contrasted
with the "relative coldness" of the French (Taylor 205). The French appear "distant in their
manner, they sit around at tables in rather effete fashion, and they wear wigs" (Taylor 205).
In another shot, two French commanders converse in the foreground while a black man is
visible between them in the background, "emphasizing to German audiences that the enemy is racially inferior, and indeed racially
mixed as well" (Taylor 204). The French are
also used as negative examples of the authoritarian order prescribed by Gneisenau. The
French commander leading the assault on
Kolberg is told to order a cease-fire to accommodate peace talks in Tilsit. He rejects the
edict, declaring haughtily, "That does not apply to me." Later, he is reprimanded for "costing his Emperor an army!" Again, the fascist
ideal ("orders are orders") is reinforced by
counterexample. Aryan gender typing is also
evident in the multiple shots of women
screaming frantically while their homes are
bombarded, their domestic realm violated
(Nettlebeck, on the other hand, watches his
house burn and states simply, "Life goes on").
Kolberg ultimately proved to be too much,
too late. By the time of its release, the fall of
the German Empire seemed inevitable. Due
to Allied infiltration, the film could not even
be- premiered
in Berlin. Goebbels was forced
JL
to parachute the film into the Atlantic Fortress
of Rochelle in occupied France (Taylor 206).
The encroaching specter of defeat seriously undermined the film's propagandic message,
Audience reception was lukewarm (Taylor
206). Goebbels, however, remained irrepressible. When Kolberg fell to the Russians in
March of 1945, Goebbels wrote in his diary:
We have now had to evacuate Kolberg.
The town, which has been defended
with such extraordinary heroism, could
no longer be held. I will ensure that the
evacuation of Kolberg is not mentioned
in the OKW report. In view of the severe psychological repercussions on the
Kolberg film we could do without that
for the moment (Entries 167).
- r . T - f
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This comment speaks volumes, not only raising the question of which is the means and
which is the ends (the war or the film), but
indicating that Goebbels had now completely
severed his tenuous fidelity to reality. As Taylor articulates, propaganda "canalizes an already existing stream," but if that stream, that
reality, is entirely false, the illusion breaks
down (210). For this reason, Kolberg has come
to embody "the declining fortunes of the
Wehrmacht and the progressive retreat into
myth which characterized Nazi propaganda
during the last years of the Third Reich" (Baird
9). Goebbels seems foolish to have pursued the
project at the time that he did. Based on his
comments earlier, Harlan himself was aware
of the futility of the project, which might explain all the multiple references, both visual
and aural, to self-burial throughout Kolberg.
Nettlebeck is heard saying, "They can burn the
houses, but not the ground. If they do, we'll
become moles." Later, at Gneisenau's (i.e.
Goebbels') order, the villagers dig out flood
canals so that they can block the enemy's advance with water. The image of the villagers
digging relentlessly in unison not only suggests they're digging their own mass grave,
but also evokes the mass graves used to bury
the victims of the Holocaust.
Indeed, Goebbels' edicts as Minister towards the end of the war make the suggestion
that his thoughts were not entirely lucid. On
April 17,1945, with Berlin about to be overrun, Goebbels called a fifty-man assembly. He
mentioned Kolberg, then announced plans for
another film, "The Twilight of the Gods of
Berlin," a film that would be shown a hundred years in the future (Roper xxxi). His staff
"looked at him with amazement and concluded that he had gone off his head" (Roper

xxxi).

Kolberg, despite its heritage, has all the
makings of an extremely entertaining film,
with endearing characters and battle sequences that are still impressive by today's
standards. To a viewer raised on the films of
Hollywood, Kolberg's pleasures are easily accessible, primarily because its conventions are
recognizable as our own, from the David vs.
Goliath theme to the romantic side-plot (the
only thing missing is comic relief). Indeed,
Goebbels often "let Hollywood be his guide"
and made "films crafted along classical American lines" (Rentschler Illusion 41). Additionally, "the Utopian energies tapped by the feature films of the Third Reich in a crucial manner resembled, indeed at times consciously
emulated, American dreams" (Rentschler Afterlife xii). Within this affinity, there lies a disturbing realization: that our cinemas, and cultures by association, are equal part myth-machines, rival purveyors of a deceptive ideal and
that we, as viewers, are equally susceptible. It
is simple, with the benefit of hindsight, to point
out the propagandic elements that permeate
the films of the Nazi Cinema, but would we
have been so capable at the time of their release? Finally, we have the figure of Joseph
Goebbels, a man consumed by his own myths
and "enamored of [his] own media images"
(Rentschler Afterlife 222). He came to personify
Walter Benjamin's presage that, with the advent of the cinema, "[mankind's] self-alienation has reached such a degree that it can
experience its own destruction as an aesthetic
pleasure of the first order" (Benjamin 242).
With Kolberg, his roles as entertainer and engineer became undistinguishable, perhaps
even to him.
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THE SHEETED CENTER: NAN GOLDIN AND VIRGINIA WOOLF
BY ALISON STINE '00
The sun rose. Bars of yellow and green fell on the shore,
gilding the ribs of the eaten-out boat and making the seaholly and its mailed leaves gleam blue as steel. Light almost
pierced the thin swift waves as they raced fan-shaped over
the beach. The girl who had shaken her head and made all
the jewels, the topaz, the aquamarine, the water-coloured jewels with sparks of fire in them, dance, now bared her brows
and with wide-opened eyes drove a straight pathway over
the waves. (54) - Virginia Woolf, The Waves

Introduction: "Couple in Bed, Chicago, 1977"
"The body seemed contained in a miraculous glass cabinet
through which no sound could penetrate." — Virginia Woolf

The image is a color portrait of a young
couple. The woman, nude, lies at the front of
the picture, eyes cast down and arms crossed
in a heart shape over her breasts, legs tucked
under her body in a similar triangular shape.
She reclines on a bright greenish-yellow
sheeted bed, her head resting on an immaculate white pillow. The man is further back in
the image, behind the woman's head, smaller
in proportion and less defined in focus. Unlike the woman, he wears a pair of dark pants,
perhaps jeans. His feet are bare, the right one
dissolving in sunlight. The same slanted-bar
light patterns repeat on his body, blind stripes.
He sits in classic "Thinker" pose —elbows on
knees, chin in hands, contemplative. Books or
papers sit in a stack before him, on a table
perhaps, though this detail is lost in shadow.
A yellow cloth or towel is folded before him,
suggesting impurity or the need for cleansing. The rest of the room is bare, walls painted
a dark, iridescent green.
"Couple in Bed, Chicago 1977" implements Nan Goldin's focus on color as one of
the early images in her career. More formalized than the work she is presently known for,

both figures' poses seem manipulated — also
uncharacteristic, considering Goldin's statement in Couples and Loneliness, the 1998 book
in which "Couple in Bed" is reprinted, on the
page preceding, "[m]y work is about letting
life be what it is and not trying to make it more
or less, or altered. What I'm interested in is
capturing life as it's being lived" (9), and only
in Goldin's work does life resemble, in its
crayon-box intensity and drama, a painting.
Specifically, "Couple in Bed7' harks of Edward
Hopper's "Excursion into Philosophy." Some
of Goldin's early art school work recalls Hopper in its suggestion of lazy afternoon light
and static poses (such as "Anthony by the Sea,
Brighton, England, 1979") yet this photograph
is more reactionary —"Excursion" seen from
the other side of the painting, beyond the
frame. While Hopper focuses on the man,
placing him at the front of the painting and
denoting the woman to the back, faceless and
partially nude, Goldin takes us to the women's
side of the bed. The woman in Goldin's work
is completely naked, stripped of the pretensions of male painting and the male gaze.
Hopper's man is fully dressed, but Goldin's
is not. Robert Hobbs writes of "Excursion",
"the man in the painting seems to be questioning the idea of light versus the actual beam
of it and the idea of beauty versus the presence of the voluptuous female on the bed beside him"(14). Yet in the Goldin photograph,
the woman does the questioning. Ironically,
though the man is posed in "Thinker" style,
her face suggests contemplation; his is blank.
Books accompany the male in both images,
but the books in "Couple in Bed" are closed
books; he is not the great thinker or creator of
Hopper's idealization. Goldin's woman, in a
traditional link with fertility, is more the cre-
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ator. The angles of her body — angles that recreate the female pubic triangle — form the apex
of the image, repeated larger on the wall, like
Plato's shadows being cast on the wall of the
cave. Goldin's woman is stronger and more
fully self-aware and active, not only of
Hopper's woman, but Hopper's man as well.
Such rejection of male and conventional
ways of knowing (and imagining) is comparable with most of Goldin's work1. Interestingly, this gendered notion of knowledge and
power also corresponds with the ideals and
work of an English fiction writer dead years
before Goldin was even born. Virginia Woolf
represents a woman finding power, not in the
presence or existing knowledge of men, but
in her own words — specifically, the autobiographical projection or image of herself in her
words, comparable to Goldin's self portraits.
The linking of Goldin and Woolf, of a photographer and writer, is not usual or unmediated
as may first appear. Thomas A. Vogler writes,
"the importance of visual arts for the whole
movement, and for Virginia Woolf in particular, was tied to a growing sense of limitation
in the traditional use of words as an artistic
medium" (4). Yet the points of comparison
between Woolf and Goldin are grounded, not
in the limitations of their respective art forms,
but in the capabilities, in the possibilities, for
the expansive application of one genre to another.
Diaries and Mirrors
"The camera is a mirror, the pictures are the diary through
which I change" —Nan Goldin
"Her works are performances of her autobiography."-Larry
Quails

The stylistic similarities between Goldin
and Woolf must first be understood as emerging from the context of comparable biographies. Both the photographer and the writer
were driven by the impulse to record. For
Goldin, the obsession for documenting began
as a young teenager, after her older sister's
suicide. Perhaps reacting to the absence of vi-

sual memories of her sister — two cracked and
faded images and a dedication open Goldin's
I'll be your Mirror—Goldin turned to the camera as a sort of visual diary. Goldin had started
keeping a literal diary years before, in childhood, propelled by a mature sense of the untruthfulness of the social/public reality enforced upon her by friends and family2. "She's
an artist obsessed with taking control of her
own personal history, with preserving
memory from the ravages of time and the inevitable erosion of retrospective revision"
(Fineman 2) as well as present, societal amendment. Goldin's sister's death perhaps shattered
the public illusion of perfectness, thus, the
catalyst for constructing photographic true, or
at least more true, records. Goldin writes,
"when I started taking pictures, I realized that
it was a way to make a real record...of what I
had actually seen and done. It came from a
very deep place, this need to record. It was
about...keeping myself sane, and grounded.
About being able to trust my own experience"
(451). Woolf too, perhaps also driven by the
unreality of events, began a diary in childhood,
documenting her mother's death and her own
abuse by a half-brother, nonfiction events that
would later haunt her fiction. "Autobiography
is itself an assertion of control over self-image,
for in writing an account of one's life, one authorizes the life" (Linda Haverty Rugg 4). And
as Goldin initiated her perspicacious eye with
writing, so Woolf trained her perception with
art, copying existing pictures — interestingly
enough by those who attempted to straddle
the writing/artistic worlds such as Blake and
Rossetti (she would later be influenced by existing writing, namely James Joyce). Thus, for
both women, art emerged initially more as an
offspring of documentation than a deliberate
attempt at creation. It is not accidental art, but
could have been, at least, in its inception,
found art.
Yet for both Goldin and Woolf, though
the latter concentrated on fictional writing,
biography occupied a place of essential inspiration and subject matter. Meyer Raphael
Rubinstein writes, "like many a bohemian
poet, Goldin draws her material from the life
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immediately present to her" (74). Both Goldin
and Woolf share histories of abuse. Goldin was
physically abused by a boyfriend, and abused
drugs and alcohol herself for many years. All
of Goldin's abuse and its aftermath is documented by her own lense, her own eye. "Self
Portrait battered in hotel, Berlin, 1984," for
example, shows dual images of Goldin, the
woman and the woman in the mirror, with
blackened eyes, holding her camera out. The
presence of the camera in the photograph illustrates both the camera as a machine to
gather evidence, much like an emergency
room examination or a police report, as well
as a silent witness in the absence of other human comfort3. In her pictures of parties and
bar scenes, Goldin also shows the abusive
lifestyles of her friends in the constant yet unobtrusive presence of cigarettes and glasses in
various stages of emptiness. Her own abuses
are also documented, including blurred selfportraits — as Goldin herself was in transition — outside and in her room at a drug treatment center. "Nan at her bottom, Bowery,
NYC, 1988"as the 12-step terminology title
suggests, features an unfocused Goldin sitting
on her bed with ashtray and the telephone. An
empty wine bottle and prescription pills loom
in the background as the eye is drawn to a searing yellow, bare-bulb light, emulating, conveniently and prophetically, from the feet of a
golden crucified statue4.
In contrast to Goldin's candid representation of abuse, Woolfs fiction notably avoids
direct mention of the topic. As a child and
young woman, Woolf was sexually abused by
her half-brother, George Duckworth. The
abuse obviously affected both her perception
of self as well as her relation with others, most
dramatically, with her husband, Leonard, with
whom she rarely had sexual intercourse. As
Woolfs abuse must have made it difficult for
her to function as a sexually active woman, so
Woolfs females characters have difficulty with
their social existence as wives and mothers.
Most come off as unhappy and trapped, and
their responses to the men in their lives — husbands, sons, and fathers — seem antagonist and
resigned. Woolf writes in To The Lighthouse, the

novel that was her fictionalized portrait of her
mother:
And what then? For she felt that he was
still looking at her, but that his look had
changed. He wanted something —
wanted the thing she always found difficult to give him; wanted her to tell him
that she loved him. (133)
And, it can more than likely be added, wanted
the physical tangibility of her sexuality, the
"proof" of her love. Woolfs male characters
are presented as docile and sympathetic (and,
arguably, effeminate), or harsh and masculine—the representations of two dominant
men in Woolfs life, her undemanding husband and her abusive half-brother? Perhaps
this is Woolfs long-buried abuse surfacing in
fictional manifestations. Another scene in To
The Lighthouse examples the kind of domestic
uneasiness characterizing much of Woolfs
work:
Suddenly Mr. Ramsey raised his head
as he passed and looked straight at her,
with his distraught wild gaze which was
yet so penetrating...she pretended to
drink out of her empty coffee cup so as
to escape him — to escape his demand on
her, to put aside a moment longer that
imperious need. (160)
Perhaps out of subconscious reaction to the
violent associations with men in their lives,
both Woolf and Goldin had affairs with
women. Goldin is openly bisexual. She first
fell in love, she said, with drag queens, biological men who dressed and occasionally
lived as women, encapsulating, in theory, both
her attractions to the male and female. She
writes in the introduction to The Other Side, a
retrospective of her drag queen portraits
(which takes as its title the name of an infamous drag queen bar in 1970's Boston), "as a
bisexual person, for me the third gender seems
to be ideal" (7), at the very least, in terms of
subject matter. Goldin's photos in The Other
Side may be separated into two periods — the
black and white portraits from the time she
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lived as a runaway teen with drag queens; and
the color, more formalized but no less
empathetic pictures taken after Go!din's return
to the community, this time armed with an art
school education 5 . Yet the major influence of
non-heterosexuality may be evidenced not in
these images, but in 'portraits of her female
lover, Siobhan Liddell.
The images of Siobhan.. .have a greater
range of expression. They move from
the gloomy yet beautiful intensity...to
an uncompromising eroticism. They are
not set in social situations —rarely are
other people caught in the same space:
Siobhan in all her moods exists for the
photographer's eye only. (Sussman 39)
Gone is the harsh, flash-induced artificiality,
or the static locale of the same dirty bed in
Goldin's portfolio of herself with boyfriend
Brian. Gone are the aftermath shots of Goldin's
beaten-eyes, wet face, shot in glaring, often
almost falsified, bright colors. Instead, the
portraits of Siobhan are infused with natural
light, glowing with the subtleties of shadow
and contrast. They are simple and often close
up: Siobhan on a sheeted bed, for example,
without the cluttered background of a disheveled bedroom that characterizes Goldin's earlier shots. The proximity of the photographs,
zeroing in on Siobhan's face and especially
eyes, reflects Goldin's closeness to the subject.
She states in Couples and Loneliness, on the page
facing a portrait of Siobhan, "taking a picture
of someone is a way of touching them. It's a
caress. My pictures often come from erotic
desire" (Goldin 58).
As a relationship with a woman extended
Goldin's artistic palette, so Woolf's (mostly
emotional) love affair with Vita Sackville-West
brought a new passion to Woolf's writing.
Unlike Goldin's quiet, tonal revolution in pictures of Siobhan, Woolf's work gained a boldness and audacity equal to the brazen character of lover Vita. As Jane Dunn notes," [Vita's]
extravagant passions were barely contained by
reasonableness, convention, or control" (208)6.
Dunn goes on to write, "the relationship with
her was particularly enriching to [Woolf] personally and artistically (211-212). It produced

Orlando, the most surreal, fantastic work Woolf
was to write, a fictional biographical which
expands, not only the boundaries of narrative
structure which Woolf was wont already to
do, but the boundaries of time and gender. It
was written for Vita. As the character of Orlando, sitting next to his/her beloved, says,
"ransack the language as he might, words
failed him. He wanted another landscape, another tongue" (Woolf 32), as bisexuality caused
Woolf to reject traditional (male? heterosexual?) notions of time and sexuality as too
restricting, and opened her up to a new richness of fantasy previously unknown in her
work.
Erasing the Ladder: Structure
"It is a glimpse beneath the waves on the surface, into the
unknown depths which she knew she must some day penetrate to complete her life-long search for form."—Thomas
A. Vogler

The fluidity of narrative found in Orlando
was characteristic of the majority of Woolf's
works. Her distinctive aesthetic involved
building the story, then erasing the narrative
ladder, the chronological skeleton on which it
was built —omitting exposition and unnecessary background. Her novels plunge right in
the middle; Woolf worked from the middle
out, stretching voluminous pages around
simple moments. The world of her characters
is often internalized, and, as in The Waves, seen
through the eyes of multiple, often contrasting/ characters. Hawley describes Woolf s selective narration as, "narrow[ing] down her
field to one important factor: the discovery of
what it is that gives to the design its sense of
reality"(107). This also may lead to an uncertainty; one wonders whether the events in a
Woolf story take place in the physical world,
or in the emotional one of the character's head.
Goldin relates in her version of the unreal narrative, namely, through the gender
presentation of her subjects and their relationships to each other and to her. Though she
titles her photographs in conventional fashion—relational to the people, places, and times
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photographed — the images themselves often
eschew linearity, as if the specified titles are
only to remind Goldin (again, in an act of preservation) of their significance. These are private titles. Take, for example, "Santi with his
portrait as a Young Queen, Bangkok 1992."
The image features a middle-aged, Asian man
smiling contently before a painting of what
appears to be a young woman in a red dress,
but the modifier in the photograph's title
("his") as well as the male sex of the subject
contracts this assumption. The painting looks
cheaply done, but is mounted and displayed
in a gilt frame, and the figure wears a hefty,
beauty pageant tiara, suggesting a double
entendre on the word "queen." The title locates the picture in the present, yet the palmprint curtains, wallpaper, and flowered shirt
seem to position the image in the seventies.
The man's and painted woman's matching
smile cement the portrait, locating the image
as a series of images, repeated through time.
Relying often on mirrors, background images
(such as a postcard of Woman with Meat Packer
Gloves stuck into her mirror frame), or self-invoking objects like Barbie dolls, Goldin layers
metaphors through extended versions of the
self. According to Carole Naggar, "[Goldin's]
pictures resonate with these multiple truths"
(41).
They further reject linearity by the order
in which she chooses to publish and exhibit
them. Goldin often groups portraits of a particular subject together in portfolios, such as
the ones of Cookie Mueller and Siobhan. Her
arrangement otherwise is not chronological.
Even in the portfolios, images seem often to
be structured more aesthetic than archival.
Max Kozloff writes, "The Ballad[of Sexual Dependency] has the character of a tawdry story,
carried by thematic momentum, as distinct
from linear plot or expositional plan" (39).
Goldin's penchant for nonlinear order
emerged from her early slide shows — which,
in turn, emerged out of necessity (she had no
access to a dark room). The first one, Tlie Ballad of Sexual Dependency, still runs today, and
is different —in length, style of music, but especially images; new ones are added and old

replaced all the time —but still displays a liberal view of order.
The only chronology Goldin does not
play around with is death. Goldin fears it, believes it, respects it. Her photographs of
Mueller, dead in 1989 from AIDS, trace a
menology of parties, a wedding, a child, sickness, and a coffin. By presenting these images
in traditional, linear order, Goldin shows not
only the beauty of Mueller maturing, but also,
the suddenness of death. On one page, she
looks serious in a wedding dress, on the next,
her eyes are closed in her coffin7. Goldin follows her subjects through multiple, years of
photographing, like Orlando's narrative of a
life. James Crump writes, "Goldin's imagery
is unrelenting in that the photographs seem
to build on themselves" (26). Such photographs also serve as visual history. In the introduction to Goldin's book I'll be your Mirror,
Elisabeth Sussman writes:
As she continued to take pictures of her
friends, she began to accumulate their
histories, and history itself emerged as
an imperative that would thenceforth
govern her operation. By capturing the
present, Goldin instinctively knew that
the record would ultimately deliver the
past. (25)
Other Goldin photographs are juxtaposed
onto singular large print, creating gridlocks of
visuals, like a montage family tree. Thus, one
is confronted by a grid of faces, does not know
where to look, is overwhelmed by sheer abundance of images, not to mention Goldin's zinging trademark colors. Such collage-type construction, echoing Woolf's abundant layering
of images, serves to multiply the central emotion of images: the tragedy of AIDS related
death in the Gilles and Gotscho series from
Couples and Loneliness, or the base sexualizing
of young men in pictures of Jon-Jon from /'//
be your Mirror. These images take their originality and their impact from (multiple) nonlinear representation.
Despite her deviation from chronology,
at their heart, Goldin's images still tell stories.
Her structure remains largely narrative, derivative of Woolf's work as writer. "Stepping
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out of physical and psychic wholeness and into
the fray of its surround, such works treat the
subject paradigmatically, through literary or
metaphorical forms of representation"
(Feldman 43). The compelling subjects of her
work make them narrative. The complexity of
each subject's face holds a story. Goldin's
documentative tracing of the lives, and deaths,
of her friends ensures their place as protagonists in a continually unfolding drama. Goldin
also shares with Woolf a penchant for metaphor and allegory. For Woolf, metaphors tend
to be construed from physical objects, representing emotional states; for example, the
lighthouse in To The Lighthouse and Mrs.
Ramsey's inability to reach it.8 Goldin uses
similar metaphors, often, as Woolf does, recalling other artistic works or referencing history: "such works employ fictional or allegorical modes of representation that open themselves to multiple meanings and new art
forms" (Feldman 10). "Gina and Bruce's dinner party, NYC, 1991" contrasts a Classical/
Romantic image of the God of wine Dionysius
with a sad-faced, plump drag queen in a neon
sweater as well as the bowel of glistening,
sexual (and fake, like Gina's "artificial" sexuality) fruit and a vase of lilacs — creating at least
four representations of the standards of
beauty, if not more. James Crump writes,
"Goldin's many female model-friends[look]
cautiously into mirrors, crying, or bathing,
these intimate portraits dispel myths of classic beauty and grace" (26).
Goldin establishes less direct, more historic metaphors in the unfolding of her portraits. Some subjects, like David and Susan, she
has been documenting almost continually
since their young adulthood, thus, giving their
pictures a kind of mythology all their own —
much the way Woolf's Orlando, though more
compacted, traces a singular life made manifest in multiple genders and times. Through
Goldin's allegorical eye, David transforms
from a lithely-androgynous teenager to a
roughened, muscular man. The sequence of
Susan's circled eyes grow darker and more
ominous as she ages, creating a biographic
foreboding in Goldin's pictures, culminating

in a close-up image of her lowered head, darkened eyes, and a single, silver tear,
"Jewels with sparks of fire in them"
"Reality is in Color" — Nobuyoshi Araki

Of Goldin, Jed Perl writes, "she is avid
for appearances, she brings a restlessness to
everything she sees. This alertness probably
has more in common with a novelist's intuitions as with the instincts that are a painter's
essential tools" (30). Then there is Goldin's use
of color. After beginning work in black and
white — perhaps out of a sense of "artistic"
conformity— Goldin switched to color film in
1973, infusing her work with a vibrancy that
is both artificial and alive in its intensity.
"Goldin's fusion of color and artificial light
became as critical a defining mark of her vision as her original decision to photograph her
personal life...Goldin embraced it" (Sussman
31). Colors showed better the sickly green of
the bruises, the garish red of the lipstick. She
often uses blurred images of colors, hues
bleeding into each other, blending as her
friends lives blend into each other, changing
the pigment (and relating metaphorically to
AIDS).
As Goldin pays attention to detail like a
novelist and layers like a painter, Woolf too
takes technique from a genre akin to her own,
painting. Sister of the painter Vanessa Bell and
frequenter of the Bloomsbury Group, the affect of the visual arts may also be traced
through Woolf's wrriting. Woolf uses color in
nearly every sentence to encapsulate
character's moods, periods in time, locations,
and yes, even descriptions. In The Waves — in
which each sibling character is represented by
a color or series of colors —Woolf writes,
"Now, too the rising sun came in at the window, touching the red-edged curtain, and began to bring out circles and lines. Now in the
growing light its whiteness settled in the plate;
the blade condenses its gleam" (55). Color,
stark shades of red and white, and the domestic scenery they describe evoke unhappiness
in domestic life. Such would be a theme in both
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Woolf and Goldin's work.
The Sheeted Center
"Artists, especially gay ones, often make a connection between
the sexual force and the creative one/'— Andrea R. Vaucher
"For we think back through our mothers if we are women/'
— Virginia Woolf

For Woolf, the domestic sphere was the
primary location of most of her work, centering on the lives of women, yet it is also a scene
of unhappiness. Her characters, especially protagonists, mostly wives and mothers, feel
trapped in their marriages and relationships
with males. Her work has been criticized for
its concentration on the routine of domesticity, yet by narrowing in on the everyday details of women's lives, Woolf constructed a
drama out of the rote insignificance of
women's day to day existences. Comparably,
"Goldin's photographs... are shot almost exclusively on-site, in the environment of the
people documented. They tend to indicate
moments caught amid daily life and activities"
(Feldman 96). Goldin construes this notion in
an upgraded gender setting; she pictures drag
queens at home, prostitutes getting dressed,
lesbians bathing —thus making those that society deems "abnormal," ordinary by virtue
of the normality of their lives as pictured.
Goldin sets her dramas in bedrooms,
sheeted center of the domestic sphere, and
scene of the primary tropes of her work: sex,
death, birth. Jennifer Blessing writes that
Goldin, "provides an intimate glimpse of disaffected men and women sleeping, having sex,
lounging around and otherwise living their
lives — suggesting volatile narratives of desire
and frustration, placed out most frequently in
bed" (208). Her concentration on the bedroom,
specifically the bed, also signifies the proximity of Goldin to her subjects — a relationship
metaphorically comparable to Woolf since the
latter's subjects were projections of herself or
her family. "As a sign that her subjects have
allowed her to show the intimacy of their disheveled living quarters, and it appears, their
messy lives, the bed acts as the ideal prop in
Goldin's narrative... bathrooms vie with the

candor of bedroom[s]" (Blessing 208). Goldin
includes the bathroom in her narrative of domesticity because it also represents privacy of
the body. The bathroom in Goldin's work is
often sexualized to be a carnal extension of the
bedroom, with eroticized photographs of
friends and lovers showering or bathing. Mirrors, in bathrooms and otherwise, are the ultimate camera — the witness that reflects truth
and multiples it into parallel images for contraction; in addition, mirrors bring up notions
of beauty and the representation of female
beauty and expectation through history and
literature, ala "Mirror, Mirror, on the wall."
Bathrooms also represent enhanced femininity (Blessing) as well as sterility in the cold
porcelain and tile landscape that correlates to
illness and AIDS, other important tropes in
Goldin's work.
Contrasted to Goldin, Woolf was near
silent about the body. Long misdiagnosed and
mistreated by the medical establishment, perhaps reacting out of her past, she hated her
body, hated talk (and writing) of the body and
avoided mirrors. As Dunn writes, "even private bedrooms aren't sanctuary as visited
[sexually] by half-brothers" (45), so the bed
loses its sexual sanctity. Instead, Woolf infused
her drawing and living rooms, her parlors and
other non-sexual domestic locations with
loaded sexual longings, fear, and frustration.
Woolf's and Goldin's frustration with
conventional domesticity is reflective in their
negative portrayal of the nuclear family.
Woolf's wives, mothers, and daughters are
always unhappy, looking onward or backward but never existing bodily, contently, in
the present. The traditional family failed both
Goldin, in her sister's suicide, and Woolf, in
the sexual abuse by her family. Though
Goldin's photographs of her aging parents are
rendered lovingly and patiently, she perhaps
sums up her discontent best by arranging the
portrait of her parents next to a shot of a wax
dummy Coney Island couple in The Ballad of
Sexual Dependency. As she says, "I came from
a culture where so many things were dictated.
In my family there was a high premium on
being a male" (Goldin 153). In her work,
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Goldin dismisses the male head. Women, by
themselves and with other women, occupy the
positions of strength and power in her pictures, dominating the lens, filling the frame.
Her work can be seen as a critique on the
middle class. "When Goldin's camera visits
Bourgeois interiors... she notes a decrease in
such warmth, and with that, a failure of even
ordinary human connection" (Kozloff 41).
Both artists' dissatisfaction with traditional family is evidenced in their attempt to
create new ones for themselves, Woolf with
the Bloomsbury Group and Goldin with her
adopted circle of artists and bohemians. The
latter notion of invented family is crucial to
Goldin's work. After running away from her
biological home, following her sister's death,
the traditional family again failed Goldin in a
series of unsuccessful foster homes. She only
succeeded in finding a place for herself when
she made her own family from societal outcasts—drag queens, prostitutes, artists. Only
the dregs of society could redeem society for

TJie Sheeted Center

her; thus, her interest in picturing outsiders
as a way to redeem photography. She writes,
"I was interested in people who were re-crating themselves, as I was trying to do by leaving home. They had achieved some kind of
liberation" (153).
Yet liberation of the self comes at what
cost to community? AIDS has left a ravaging
effect on Goldin's community, as did the war
on Woolf's. Though societal ideals of the self
and self-perceptions may be altered through
Goldin's lens and Woolf's pen, society itself
remains unchanged by the art and mostly unsympathetic—many of Goldin's friends are
dead and Woolf committed suicide in 1941.
Perhaps the illusionary world imagined by
Goldin and Woolf is the only world, at present,
that could hold their inventive views of selfcreation. As Woolf writes in The Waves, "How
can I proceed now, I said, without a self,
weightless and visionless, through a world
weightless, without illusion?" (244).

Notes
1. And perhaps, metaphorically, to the lukewarm, somewhat confused response of the public at large
to her images (very personalized portraits of friends), which have been accused of being exclusive and
inartistic due to their snapshot aesthetic.
2. One wonders if Goldin's self-exposing later images of herself physically battered are latent attempt
to recognize the denial inherent in everyday, constructed appearances.
3. Goldin rarely features other people in photographs where she bears marks of abuse — perhaps out of
social shame?
4. Some might criticize Goldin's photographs of her abuse as self-benefiting, eliciting sympathy, yet as
her work for AIDS activism suggests, the photographs perhaps emerge more out of an activist intention, as well as her continued commitment to honest documentation.
5. Initially feeling somewhat like an outsider after being gone for so long, Goldin's photographs of this
transitional time reflect the strained, but fortunately fleeting, artificiality.
6. Or Woolfs husband, who, believing Vita to be no real "threat" to their relationship, tolerated her,
and even grew to like her (Dunn).
7. Meuller also appeared in films, providing alternate representations for discussion.
8. Symbolizing frustrated heterosexuality (the phallic connotations inherent in the symbol are obvious)? Or, more indirectly, inability to reach domestic happiness, symbolizing by the lighthouse's beam?
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